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P R E F A C E 
I t i s a common knowledge of the s tudents of Yeats t ha t 
he kept on experimenting with h i s dramatic technique 
throughout h is c a r ee r . He pioneered the I r i s h Dramatic 
Movement, which favoured plays with r e a l i s t i c themes and 
conventional technic[ues used by Shakespeare, Boucicault 
and Ibsen, But Yeats continued to be d i s s a t i s f i e d with 
t h i s type of Commerical-theatre approach. He had envi -
sioned plays which could reach the conditicin of Music 
where the effect of harmony i s produced by the Eusion of 
disparatQi no t e s . His encounter with the Japanese Noh 
plays proved a turning point in h i s dramatic career t ha t 
earned him the c r e d i t of a grea t experimentor as well as 
proved inauspic ious for him as a popular d ramat i s t . Studies 
of Yea t s ' s Noh plays have concentra ted pr imari ly on Yea t s ' s 
f a i l u r e as a dramatis t because of h i s unwise yoking toge-
the r a foreign technique and indiginous con ten t . 
I t i s proposed in the present study to e s t a b l i s h 
t h a t Yeats himself was conscious of the p i t f a l l s of adap-
t i n g an a l ien technique for dramatizing ma te r i a l s from a 
t o t a l l y d i f fe ren t c u l t u r a l mel l ieu . Through an analys is 
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of h i s Four Playa for the Dancers - At the Hawk's Wall, 
The Only Jealousy of Emer/ Dreaming of the Bones and 
Calvary - we have t r i e d to conclude tha t Yeats did not 
t o t a l l y d i scard the conventional dramatic devices but 
used them s e l e c t i v e l y , and jud ic ious ly , so t ha t they 
could be Inteirwoven i n t o the general fabr ic of the Japanese 
Noh technique . The general c r i t i c a l a l l ega t ion tha t theae 
plays have mostly cerebra l appeal has also been discussed 
and re fu ted . 
The study i s divided in to s i x short s e c t i o n s . The 
f i r s t chapter - In t roduct ion - dea ls with Yea t s ' s b i o -
graphy, ear ly in f luences , h is contact with the Abbey 
Theatre, h i s dramatic theory culminating in h i s eventual 
turn ing towards the technique of the Japanese Noh plays , 
and the chief c h a r a c t e r i s t i c s of the Noh p lays . The four 
chapters t h a t follow contain an ana lys is of the Four 
Plays for the Dancers — At the Hawk's Well, The Only 
Jealousy of Smer, The Dreaming of the Bones and Calvary. 
The f i na l sect ion — Conclusion — i s by way of r ecap tu la -
t ing the general po in ts tha t emerge from our ana lys is of 
these four p lays . At the end a se l ec t bibl iography of 
the primary and secondary sources has been appended. 
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CHAPTER I 
I N T R O D U C T I O N 
W.B. Yeats was a pioneer in the establishment o£ the 
itobey Theatre . Na tura l ly , the re fo re / he t r i e d t o follow 
at l e a s t in h i s two Cathleen p lays , the manifesto of t he 
I r i s h Dramatic Movamont which was an offshoot of the 
I r i s h L i t e r a ry Renaissance, This L i t e r a ry Renaissance 
i t s e l f was an i n t e g r a l p a r t of t he general I r i s h Movement 
f o r freedom from the B r i t i s h r u l e . Drama, being the most 
e f f ec t ive medium of reawakening nat ional ism among the 
people, received cons iderable a t t en t ion from i t s p ioneers , 
l i k e Yeats, Lady Gregory, Brown and Russe l l . 
The manifesto regarding i t s subject mat ter i s suc-
c i n c t l y s t a t ed by Yeats in the following l i n e s : 
John Synge, I and Augusta Gregory, thought 
All t h a t we did, a l l t ha t we said o r sang 
Must coma from the contac t with t h e s o i l 
. . . We th ree alone In modem times had brought 
Everything down to t ha t sole t e s t again, 
Dream of noble and beggarman.^ 
1. Pe ter All t and R.K. Alspach, e d s . . The Variorum 
Edition of the Poems of W.B. Yeats (New York » 
Macmillan Company Ltd.^l 1959) , p . 603. 
So tba I r i s h playwrights were expected to wr i te plays 
dea l ing e i t h e r with contemporary l i f e of I re land or with 
i t s r ich legendary and h i s t o r i c a l p a s t . I t wa-j 3o, because 
I r i s h Dramatic Movement, by men as o£ awakening the cons-
c ience o£ the I r i s h men was expected t o con t r ibu t e to the 
l a r g e r na t iona l i n t e r e s t of I r e l and . I t i s in t h i s context 
that Yeats declared, "Our Movement i s a return to the 
p e o p l e . . . The play t h a t i s to give them a qu i t e na tu ra l 
p leasure should t e l l them e i t h e r of t h e i r own l i f e , or of 
t h a t l i f e of poetry where every man can see h i s own image." 
Yeats, regarding I r i s h legends and Myths as a r ich mine of 
source m a t e r i a l , announced t h a t "fron the Great Candle of 
t h e past we must a l l l i g h t our l i t t l e t a p e r s . " ^ He p r e -
f e r r ed a drama in which "common men sha l l have t h e i r share 
in imaginative a r t and cul ture . '* 
To conform to the cur ren t na t i ona l a n p i m t i o n s , tbo 
Dramatic Movement was faced with a three-pronged problem : 
(1) Subject mat ter ; (2) Language; (3) Theotre. The 
2. W.B. Yent-^, eds . , 'Samhain ' ; Organ of t h e Nation^nl 
jajg-aSxa..sgglflia_ito_agiia5laii-3l~£afeli£3<?Wn* i i (Dublin 
and London t Macmillan, 1905) , p . 158. 
3 , Horace Reynolds, ed. Yeats* s L e t t e r s to New Inland 
(Harvard, Harvard Univers i ty Press , 1934r7 p . 158. 
n. E.H. Mikhail, ed . , W.B. Yeats, Interviews and Recol-
l e c t i o n s I , (London : Macmillan Press L td . , 1977), 
p . 112. 
subject mat ter , as s t a t ed above was to be I r i s h h i s t o r i c a l , 
legendary or contemporary l i f e . Here Synge*s remarks i s 
noteworthy i "In I re land we hav« populnr Im-iqln ntlon, 
t ha t i s f i e r y , and magnificent , and tender; so t h a t those 
of us who wish to wr i te s t a r t by chance t h a t in not gtvun 
t o the w r i t e r s in p laces where the spr ing- t ime of loca l 
l i f e has been fo rgo t t en , and the harvest i s a memory only 
,5 
an d the straw has been turned i n t o b r i c k s . * ' 
Having decided t o dramatize the contemporary peasant 
l i f e , Synge wrote about the l i f e of people on the Aran 
I s l a n d s . Even h i s t r a g e d i e s deal with the actual l i f e of 
t h e i s l a n d e r s . But in dramatizing t h i s ac tual l i £ e , he 
transformed i t i n t o something u n i v e r s a l . Opposed to the 
Zola-Ibsen l i k e na tura l i sm, Synge preferred r e a l i t y which 
i s the b rea th of drama. I t I s h inted at in h i s l e t t e r to 
Stephen Meckenna, quoted below t 
No drama can grow out of anything other than 
the fundamental r e a l i t i e s of l i f e which are 
never f a n t a s t i c , are n e i t h e r modem, nor 
unmodern, and as I age them raroly nprtna-
5 . Preface t o The_Pla^^y_of the Western World in 
Ann Seddlemyer, ed . , Synge's Col lec ted Works Vol.11 
(London t Oxford Univers i ty Press , 1968) , p . 4. 
dayish, or breezy, o r cuchulanoid.^ 
Lady Gregory, too , wrote about I r i s h Eolklore , draw-
ing s u b s t a n t i a l l y upon i t s legendary resources and the 
ac tual speech idiom of the people . Her stand in regard to 
t h e main b a s i s of drama i s c l e a r in her demand for realism 
in handling themes. Theatre, she be l ieved , should be 
based on r e a l i t y . In f a c t , she had a l i f e - l o n g affect ion 
fo r the Galway peasants whose s t o r i e s she has presented in 
many of her p l ays , Yeats has sa id tha t she "was bom to 
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see t he glory of the world in a peasant m i r ro r . " 
The Abbey Theatre had i nhe r i t ed the na t i ve Boucicaul-
t i a n melodramatic and r e a l i s t i c t r a d i t i o n s . Dion Boucicault , 
t h e well known n ine teenth century I r i s h melodramatist , had 
e s t ab l i shed the t r a d i t i o n of heavy r e l i ance upon spec tac l e s , 
co lours , f a r c i c a l knockabout events . All t h i s has been 
f u l l y explo i ted by Synge in h i s The Thinkers Wedding and 
The Playboy of t he Western World and by Sean O'Casey in 
h i s Dublin Triology : The Shadow of the Gunman, Juno and 
6. Synge*s "Le t te r s t o Stephen Mackenna," January 190 4, 
in D.E.s . Maxwell, Modem I r i s h Drama i 1891-1980, 
(London t Cambridge Universi ty Press , 1984), p . 33. 
7 , w.B. Yeats, Dramatic Personae (London : Caula Press , 
19 35), p . 87. 
t h e Paycock and Tho Plough and tha S t a r s . In tract, t h i s 
melodramatic t r a d i t i o n of Boucicault had been in vogue as 
l a t e as the 19503 in plays l i k e O'Ca^ey's Cock-a-E)oodle 
Dandy and The Beginning of an End. 
Regarding the language for these p lays , unanimous 
preference was given t o English or Anglo-Ir ish, simply 
because of i t s wide use and acceptance. Yeats r ea l i z ing 
t h e problem of i n t e l l i g i b i l i t y of Anglo-Saxon by Irishmen, 
advised to " t r a n s l a t e i n to mc*3em I r i s h a l l t h a t i s most 
b e a u t i f u l in o ld and middle I r i s h , what Prank 0'Conor and 
Q 
Gregory, l e t us say, have t r a n s l a t e d in to Engl ish ." 
Synge, con t r ibu t ing to t h i s f i e l d also used the actual 
language of the peasants , bu t i t has been re-minted in to a 
highly poet ic and yet dramatic medium. He says, "I have 
used very few words tha t I have not heard among the country 
peop le . " He f u r t h e r says t ha t v i t a l i t y of t h i s peasant 
drama res ides in "English t ha t i s pe r f ec t l y I r i s h in 
essence, yet has pureness and sure ty of form." Lady 
Gregory too pre fe r red , l i k e Synge, the use of Anglo-Ir ish 
8 . I b i d . 
9 . Synge'3 "Abbey Theatre Programme Note," 26 January 
1907, c i t e d in Maxwell's Modem I r i s h Drama 1891-1980, 
p . 62. 
10. Synge, Col lec ted Works, IVi, p . 394. 
to Gael ic . Yeats, commenting on t h i s , says tha t her t r a n s -
l a t i o n s were "in the d i a l e c t oE neighbourhood, were one 
discocovers the unemphatic candence, the occasional poignancy 
11 
oe Tudor Engl ish ." 
However i t was Yeats who became the guiding force oE 
the Abbey Theat re . He continued to be involved in the a c t i -
v i t i e s before , during and even a f t e r i t s establ ishment in 
1904. Moore, in t h i s regard, r i g h t l y says t h a t "All the 
12 I r i s h Movement rose out of Yeats and re turned to Yeats ." 
Regarding the subject matter of h i s p lays , he, too, l i k e 
o t h e r s , d e a l t with I r i s h legends and myths, but i n t e r p r e t e d 
them in the context of the I r i s h s t rugg le for freedom. In 
Countess Cathleen Yeats has t r i e d to awaken the I r i s h men's 
pa t r i o t i sm by showing the s a c r i f i c e of the Countess. In h i s 
Cathleen ni Haulihan, he seems to be urging the I r i s h men to 
s a c r i f i c e t h e i r personal l i f e for the redemption of t h e i r 
nat ion symbolized by Cathleen ni Haulihan. In a note 
appended to the play he declared "one n ight I had, "^  a 
dream almost as d i s t i n c t a v i s ion , of a co t tage where there 
was an old woman in a long c loak . She was I re land he r se l f , " 
11. Dramatic Personae, p . 8 6. 
12. George Moore's "Vale" in Earnest Boycl, ed . . 
The Contemporary Drama of I re land (Dublin : Talbot 
Press , 1918) , p . 47. 
13. W.B. Yeats, ed . . Where There i s Nothing (London : 
Macmillan, 190 3) , p . 232. 
However, while the n a t i v i t i e s of tho Abbey Theatre 
along the r e a l i s t i c t r a d i t i o n were going on, Yeats grew 
inc res ing ly d i sna t i sE ied with natural ism in iny eorm, 
e i t h e r in drama or in poe t ry . Yeats*s ear ly l i t e r a r y 
c a r e e r shows h is romantic l ean ings . Here he ntows h i s 
d e s i r e t o escape i n t o a dreamworld o£ legends and the f a i -
r i e s from t h i s m a t e r i a l i s t i c day-to-day r e a l i t y . A::cording 
t o John Stal lworthy I r i s h legends gave support to h i s 
"romantic and sublime concept o£ the poe t . " The r ich 
f l o r a and fauna of the county of Sl igo, and h i s own shy 
temperament corresponding to the generous surroundings, 
where na ture was endowed with a l l t h e tenderness of soothing 
p leasures of uncontaminated p leasures , cont r ibuted to t h i s 
poe t ry of escape during t h i s phase of h i s poe t ic ca ree r . 
This e scap i s t and romantic temperament found solace in 
e s o t e r i c and occul t philosophy, which, s i m p l i s t i c a l l y 
s t a t e d , i s a philosophy of magic and be l i e f in supernatura-
l i sm. According to Yeats himself the Occult r e fe r s to the 
whole area of magic. Here he was deeply impressed by Walter 
S c o t t ' s "Lay of the Last Mins t r e l . " Poems bol inging to 
t h e period 1890s, which deal with t h i s b e l i e f . i t was 
14. John Sta l lworthy, Visions and Revisions in Yeats*s 
Last Poems (Oxford : Clarendon Press , 1969) , Gh.2. 
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fu r ther supported by Theosophy which was regarded <as a 
r'^-nction ngnlnst orthodox ro l ig lon , nnd combLned myth .-irid 
a n t i q u i t y . I t got f u r t he r impetus from Madam m avas t sky ' s 
The Theosophical Society. 
The Kabala and Samkari philosophy also worked on h i s 
mind. The Samkaric regards matter as a hindrance between 
t h e world and God, and the Kabala holds matter to be a 
15 ladder t o reach God. His quest for f a i t h , peace, e n l i g h t -
ment, t r u t h and new unorthodox re l ig ion led him towards a l l 
t hese Occult , theosophica l , Kaba l io t i c , and Samkarl b e l i e f s . 
These supernatura l and phi losophic elements act as symbols 
f o r Yea t s ' s explorat ion of the deeper r e a l i t y of l i f e , and 
of l i f e beyond death . 
Swedenborg was another s t rand in h i s c r e a t i v e mind. 
He held a concept t ha t soul survives a f t e r death .ind dreams 
back to r e l i v e i t s ea r th ly l i f e . This be l i e f in l i f e a f t e r 
death we find in Yea t s ' s plays such as : Clavary and 
The DrQamlng^_o.f_the Bones. Von Hugal (historicin of Mystical 
b e l i e f ) , who was t r y i n g to revive Keirkegard, f u r the r s t r e n -
ghened h i s be l i e f in s p i r i t u a l l i f e . Mohinl C h a t t e r j i ' s 
15. See Bhabatosh C h a t t e r j i ' s t The Poetry of W.B. Yeats 
(Bombay, Orient Longmans, 1962), p . 17. 
See also "Swedenborg," Sncycloredia Br i tannic a. 
Vol. XXII, p . 759. 
philosophy of Samkari, which rejects the desire even for 
emancipation, was aignieicant Influence on Yeats. Mohlni 
Chatterjl rejects reality as a mere dreamworld. This idea 
is present in Yeats's early poetry, especially In ttie 
"Wandering of Oisin". 
Among the l i terary influences the symbolist Movement 
was the most notable. I t s influence was felt in England 
in a significant way only after the publication of Arthur 
Symon' s The Symbolist Movement in Poetry. The Movement 
emphasized indirect presentation of ideas through symbols, 
thus bringing both economy and precision in writing. Yeats 
also became the member of the Rhymers' Club of which Arthur 
Symon3 was a leading member. His love for symbols is trace-
able in his occultism. Yeats was a symbolist by his 
"natural direction," by virtue of his being a Celt whose 
profoundest instinct was the "desire to penetrate the 
17 
unknown," and the "wish to know what l ies beyond." H( 
believes that symbol is "the only possible expression of 
16. A.G. Stock, in W.B. Yeats : His Poetry and Thought 
(Cambridge, Cambridge University Press, 1950) , 
Chap., V. 
17. Ernest Ren an. The Poetry of Celtic Races and other 
Studies, Trans., William, G. Hutchinson (London : 
Walter Scott, n .d . ) , p. 53. 
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i n v i s i b l e essence."'^® This i n v i s i b l e essence Cor him was 
deeper r e a l i t y , discarded by r e a l i s t s . 
Along fjid<5 oE thana rtbovfl ntntiTid InCluonco.'i, t l iaro 
continued t o be present in h i s mind a qtx)wing dirs.'iatl.i-
fac t ion with I r i s h audience. I t was due to t h e i r r e b e l -
l i o u s and unthinking react ion t o h i s own Cathleen p lays , to 
Synge's The Playboy and Seen O'Casey's The Plough and the 
S t a r s , which convinced him t h a t t h e r e can not be any 
genuine appreciat ion of a r t in , what he c a l l s , " the b l i n d , 
b i t t e r land, tw i s t ed and sus ta ined by ^the ha t reds of 
19 p o l i t i c s . " Again, shouting at t he r i o t e r s , who rebe l led 
at the perEormance of Casey 's The Plough and the S ta rs 
Yeats r h e t o r i c a l l y asked " I s t h i s going to be a recur r ing 
ce lebra t ion of I r i s h genius'* and tha t "Dublin has once 
more rocked the cradle of g e n i u s . . . once again I r e l and has 
20 degraded i t s e l f . " Ha, in h i s poem. The People c a l l s 
them "the drunkards, p i l f e r e r s , dishonest crowd. "^ •'" He 
even c r i t i c i z e s the degenerated l i t e r a r y t a s t e of these 
audience J 
18. W.B. Yeats , Essays and In t roduc t ions (London : 
Macmillan, 1961") , p . 116. 
19. See W.B. Yea t s ' s "Debate on Abbey Thea t re , " on 
Monday 4 Feb. 1907, 
20. W.B, Yea t s ' s "Lectures" in I r i s h Times, For. 
12 Feb . , 1926. 
2 1 . The Variorum Edition of the Poems of W.B. Yeats, p . 1 7 1 . 
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We pieced our thoughts i n to philosophy. 
And planned to taring world under a ru le . 
Who are but weasels f igh t ing in a whole.22 
The next important f a c t o r was Yeats* s own scep t ic 
view about the way the whole National Movement for indepen-
dence was being guided and conducted. His disgust with 
t h i s f a n a t i c way i s c l e a r in the above quoted l i n e s and 
in such poems as Sas te r 1916, On the P o l i t i c a l Pr i soners 
and The Leaders of the Crowd, where he has c r i t i c i s e d 
t h e greedy, corrupted Irishman busy in t h e i r own a f f a i r s . 
One of the publ ic events t h a t enraged h i s mind was the 
'Lane Cont roversy ' , about which B. C h a t t e r j i says "The 
b i g o t t e r y and meannens of countrymen r e f l ec t ed in t h i s 
controversy , deeply embit tered Yea t s ' s mind and in a 
s e r i e s of poems he has given vent to h i s anger and scourged 
savagely t he foo l i shness , fantacism and narrowness of 
23 
ignorant mob." 
The next important f ac to r was h i s own personal 
conception of drama. Yeats formed h i s own independent theory 
of drama, which had begun t o shape i t s e l f by 190 3, in such 
papers of Yeats as t he "Samhian Papers ," -Cut t ing of an agate" 
22. I b i d . , p .429. 
2 3. Bhabatosh C h a t t e r j i , The Poetry of W.B. Yeats, p . 17. 
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and in h i s essay "Tha Tragic Theat re ." I t i s based on 
h i s experiments, p r a c t i c a l knowledge and on h i s method of 
t r i a l and e r r o r . For the sake of c l a r i t y we can descr ibe 
h i s dramaturgy under such heads as Stage, Subject mat ter , 
c h a r a c t e r i s a t i o n , language and func t ion . 
Regarding s tage , he be l ieved in s impl i c i ty , opposed 
t o a r t i f i c i a l i t y . He, in f a c t , makes i t so simple as t o 
t u rn i t i n to a mere ske l ton , devoid of a l l extravagant 
p rops . As a react ion t o t he N a t u r a l i s t i c s tage decora t ion , 
he held t h a t highly e lebora ta s tage i s a hindrance t o the 
imagination of the audience; i t i s i l l u s i o n a r y . He even 
declared t h a t " I l l u s i o n ia impossible and should not be 
24 
at tempted." He wanted t o b r ing back the Elizabethan 
s tage of statue-making, as opposed t o the picture.making 
s tage of modem commercial and Victorian type of scenery. 
What he requi red for h i s s tage was jus t a c u r t a i n , simple 
enough t o i l lumine the a c t o r s . In f a c t , he suboridnated 
scenary t o ac tor i "I have been," Yeats sa id , " t h e advo-
c a t e of the actor as against the scenery . . . I would l i k e 
to see poe t i ca l drama, which t r i e s to keep at a d is tance 
from da i ly l i f e that i t might keep emotion untroubled. 




staged but two or th ree co lours . " According to him 
"scenery should be l i t t l e more than an unobtruss lve 
p a t t e r n . " ^ He fu r the r pleaded not to submit to the 
27 
"picture-making of modem s t age . " What he wanted was 
a proper ba lance between the actor and sceneiry. His "new 
arrangements served to s t r i p away everything t h a t would 
28 
d i s t r a c t from the emotional and dramatic unfolding." His 
f r u s t r a t i o n against the decorated s tage i s recorded in 
Stanislavskey* s outburs t : "What bus iness have I an ac tor 
with t h e f ac t t h a t behind me hangs a drop c u r t a i n , t h a t 
29 
wonderful backdrop only i n t e r f e r e s me," So under the 
inf luence of Gordon Craig he, r e j ec t ing decorated s tage, 
p re fe r red simple s tage, symbolic but not spec tacu la r . 
Regarding the subject matter of h i s playr?, he, t oo , 
l i k e the o therg , belonging to the I r i s h Dramatic Movement, 
chose I r i s h themes deal ing with da l ly l i f e o r with the 
legendary and heroic l i f e of I r e l and . But hero he c r i t i -
c i sed the n a t u r a l i s t i c type presen ta t ion of a ' s l i c e of l i f e ' 
25. IbjLd., p . 133. 
26. I b i d . , p . 176. 
27. W.B. Yeats, Explorat ions (London : Macmillan, 1962) , 
p . 178, He t o l d t h a t over e lo ra t ed scenery " i s a 
sign of the a r t of fading humanity", see Essays and 
In t roduc t ion , p . 222. 
28. W.B. Yeats, Autobiographies (London t Macmillan, 195 6) 
p . 280. 
29. Quoted by Gorel ik Mordecai, New Theatres For Old, (London t Macmillan, 1947), p.44. 
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and prefer red / l i k e Synge, the imaginative rec rea t ion of 
t h i s ' s l i c e of l i f e ' . So while i t i s i d e n t i f i a b l e with 
ac tual r e a l i t y * at the same time i t t ranscends i t s temporal 
meaning. 'Surface of l i f e , ' says Yeats, i s not the whole 
of l i f e , and though action on the stage includes few 
cha rac t e r s and i s l imi ted to a short span of time, i t 
should suggest v a s t e r phenomenon of l i f e , my means of 
imaginat ion. He fu r t he r says, "Ml imaginative a r t 
remains at a d i s t ance" , and "the a r t s which i n t e r e s t me 
while seeming to s ^ a r a t e from the world and us a group of 
f i g u r e s , images, symbols, enable us to pass for a few 
moments i n to a deep of mind . . . " In h i s own phi losophica l 
system he intended to combine what Cleanth Brooks c a l l s , 
32 
" i n t e l l e c t and emotion." For t h i s he advocated the 
p lays in which "If the r ea l world i s not re jec ted ; i t i s 
but touchod haro and there and in to the p laces we have l e f t 
empty we summon up Rhythm, balance , p a t t e r n , images t h a t 
remind us of vast pass ions , aU tbs chimeras that haunt the edged: 
33 
the t r a n c e . " His be l i e f was t ha t t h i s d i s tance g ives 
•^0. PI ay,s^ ..^PA. PJ°.PA^Q,Y.QC?.4.'gLg.' P« 155 . 
3 1 . w.B, Yeats, "An In t roduct ion to Cer ta in Noble Plays 
of Japan," in Essays (New York : Macmillan, 1924), 
pp."'5,.7. 
32. See James Hall and Martin Steinmann, e d s . . The Perma-
!l§as®-.of.JL««tfl^l__.Sol^actod Cr i t i c i sm (New York f M a c - " 
mi l lan , 1950), p . 70. 
33. 2ssaj:_3_gild_^In_t,rol^.cllor^3, pp. 243-5. 
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drama i n t e n s i t y and u n i v e r s a l i t y . Like Dreclit h i s t h e a -
t r e was no t o£ i l l u s i o n b u t of de tachment . So he w--^nted 
t o d r a m a t i z e t h e s t o r i e s which were u n i v e r s a l and cou ld 
s t i r b o t h i n t e l l e c t and emotion at t h e same t i m e . 
Thus Yea ts r e p l a c e d t h e c a r i c a t u r e s o£ popu l a r 
s t a g e by t h e images of h e r o i c l e g e n d s , which he fo l lowing 
34 Hyde d e f i n e d as " d e - m i s r e p r e s e n t a t i o n of I r e l a n d . " 
According t o Yea t s drama should not be merely a cheap 
sou rce of e n t e r t a i n m e n t bu t a s e r i o u s d i s c o u r s e , by i m a g i -
n a t i v e l y hones t e x p l o i t a t i o n of h e r o i c m a t e r i a l , th rough a 
new t r a d i t i o n of s e r i o u s p l ay w r i t i n g . His t h e o r y of drama 
i s a t h e o r y of t r a g i c drama, which he r a g r d e d as t h e most 
b e f i t t i n g v e h i c l e f o r h i s v i s i o n of l i f e and h i s concept 
of Ar t . But t h i s drama had t o be t r a g i c no t in t h e 
I b s e n i a n o r Shakespearean sense , b u t was t o conform t o 
h i s own t h e o r y of t r a g i c dr.3ma o u t l i n e d in h i s e s s a y s , 
"The T r a g i c T h e a t r e . " Here he d e f i n e s t r agedy nn "drowning 
and b r e a k i n g of dykes t h a t sepa ra te man from man," "That 
T r a g i c a r t i s p a s s i o n a t e a r t , concerned as i t i s w i th t h e 
s t r a i n i n g of t h e human soul a g a i n s t some o b s t a c l e t h a t 
35 
t h r e a t e n s i t s u n i t y . " According t o Yea ts t h e s e moments. 
3 4 . D .E .S . Maxwell, A C r i t i c a l H i s t o r y of Modern I r i s h 
D^ama t .1891-1980, p.""if. 
3 5 . §J3S5Q^3_an.d_Ijnt_rodiict_iori3^ pp . 165-241 . 
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entangle man in to a mighty passion, and eventual ly we 
have none but t h i s passion pu r i f i ed of a l l but i t s e l f . 
Evan the audience feol the same e x a l t a t i o n , wherein death 
i s defeated. Life l i e s in ashes and an energy so noble 
t h a t "we laugh aloud and mock in the t e r r o r or sweetness 
of our exa l t a t i on at death and obl ivion cfeitches u^ ." 
This ' r e v e r i e ' , ' t rance* or ' t r a g i c ecstasy* which causes 
our e x a l t a t i o n , i s the climax in Yeats ' s t ragedy. At t h i s 
e c s t a t i c moment, the hero t ranscending h i s l i m i t s over r ides 
h i s defeat and i d e n t i f i e s himself with a s p i r i t u a l i d e n t i t y , 
and suffer ing ge t s transmuted in to joy. As Yeats in * On 
the Boiler* says "The a r t s are a l l the b r i d a l chambers of 
joy . Not tragedy i s - legi t imate unless i t leads some grea t 
37 
cha rac t e r to h i s f i n a l j o y . . . " This idea we f ind in 
p o e t i c form in h i s poem 'Lap is Lazu l i ' x 
They know t h a t Hamlet and Lear are gay; 
Gaity transforming a l l t ha t dread.36 
So in a Yeatsean t ragedy, ins tead of f ee l ing p i ty we f ee l 
as if our mind had expanded convuls ive ly . According to 
James, W. Plannery what Yeats sought in h i s tragedy was 
3S- Ibi .^ . . pp. 240-242. 
37. Explorat ions , pp. 448-9. 
38• ?lll®.J{^tqSl'!l-£liito/lJ5f._t,he. Poems of W.B. Yeats, p .565 . 
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"to celebrate the soul by exulting in the natural energy 
of the body, which if achieved peoperly would provide us 
the audience, the ultimate response - 'tragic pleasure 
and ttagic ecstasy' — a moment of mystical vision at the 
climax of the play. All this elevated the personal fate 
39 to the perception of the transcendental unity." (J.W. 
Plannery, w.B. Yeats and the Idea of, the .The,atre (Toronto: 
Macmillan of Canada, 197 6) , XX, 40 4) . So to Yeats the 
outcome of tragedy is 'tragic joy,' a celebration of the 
spirit confronting terror and loss. It is the property 
and gift of a hero distinguished by the arrogant pride, 
yet submissive to his destined end. According to J.R. Moor; 
"Yeats Wants us to experience a transcendence of limitation 
or atleast the possibility and desirability of ascent to 
40 
a region untouched by either tragedy or comedy." 
This theory presupposes that the audience is to 
enjoy a play in its totality, where all the elements are 
so fused that drama emerges as a single purified flame. 
The impact of drama on Yeats' s mind was what An and 
39. J.W. Plannery, W.B. Yeats and the Idea of the 
Theatre, Vol. XX (TorontoT Macmiffan of Canada, 197 6) , 
p.404". 
40. J.R, Moore, "The Idea of Yeats Play", cited in, 
D.E.S. Maxwell and B, Bushrui, ads.. The Centenary_ 
Essays on the Art of W.B. Yeats, p. 159*. 
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Coomarswami ca l l ed 'Myst ical u n i o n ' . Hare the efEect 
o£ P a t e r ' s ' u n i t y of l y r i c a l efEect ' i s ev ident . Like 
Pa te r , Yeats claims t h a t " a l l a r t a sp i res towards the 
condi t ion of music" to present "one s ingle e f fec t to the 
imaginat ive reason, the f i n a l e f fec t being uni ty of imp-
42 
r a s s ion , of s ing le pass ionate egacu la t ion . " But h i s 
concept of un i ty i s l a r g e r t h a t of P a t e r ' s , due to h i s 
f a i t h in symbol " tha t expresses the joy of the whole 
be ing , body, i n t e l l e c t and emotions exep l i f i ed by h i s 
metaphor of a g u i t a r p layer t h a t appl ies both physical 
movements and mind to the totsil impact on the imaginat ion," 
This t r a g i c theory led him towards symbolism. For Yeats t 
"a play l i k e a poem was to be apprehended as a whole and 
not through any s t r u c t u r e of p lo t and c h a r a c t e r . " This 
i s akin to Goleridgean concept of ' o rgan ic u n i t y ' In a 
poem. Yeats sought a play in which "ac t ing , scenery and 
45 
verse were a l l a per fec t u n i t y . " This theory coincided 
with h i s search for deeper r e a l i t y anrl hia boliof "whore 
t h e r e i s nothing the re i s God and we per i sh in to r e a l i t y . " 
4 1 . A. CloQmn^ ^^ ^w^mi, The Mirror of Gesture (London t 
cfatTbridga Mass, 1917) , p . 7,' CB. 9 .— 
42. Plays •'ind Controvers ies , p . 161. 
43 . F.C. McGarth, "Pater ian Aesthet ics in Yeats Drama," 
Comparative Drama, 13, I , London (Spring 1979) , p . 3 3 . 
44. J . Chiary, D.E.S.L. Landmarks of Contemporary Drama (London i Herbert Jonkins, 19 65) , p . 86. 
45 . L e t t e r s to'New Is land , pp. 113-7. 
46. Plays and Controvers ies , p . 416, 
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The remoteness t h a t Yea ts had sought I n f l u e n c e d 
h i s a r t of c h a r a c t e r i z a t i o n , and l u r e d him t o w r i t e p l a y s 
devo id of any th ing c a l l e d c h a r a c t e r . He r ega rded c h a r a c -
t e r an h i n d r a n c e and r e j e c t e d t h e i n d i v i d u a l i z a t i o n o£ 
c h a r a c t e r s l e s t i t should d i s t r a c t t h e a u d i e n c e ' s r e sponse 
from t h e d r a m a t i c v i s i o n t h a t a p l a y I n t e n d s t o p r o d u c e . 
He h o l d s c h a r a c t e r merely as a r e p r e s e n t a t i o n of emot ion, 
o r what he c a l l s t h e " s l e e p walking p a s s i o n . " For 
Yea t s c h a r a c t e r e x i s t s in comedy; i n t r a g e d y we f i n d 
1.48 
" n o t h i n g b u t unmixed p a s s i o n and i n t e g r i t y of f i r e . " In 
t r a g e d y c h a r a c t e r s shake off t h e i r i n d i v i d u a l i t y and g e t 
t r a n s f o r m e d i n t o pu re p a s s i o n t h a t i s u n i v e r s a l , as he 
s a y s s " t h e p e r s o n s on t h e s t a g e g r e a t e n t i l l they are 
49 humanity i t n o l f , " t i l l th^ i i r f a t e i a " n i l men' JJ f a t o . " 
What Yea t s u p h o l d s i s p a s s i o n , which makes up t h e t r a g e d y . 
Ha d e f i n e s t r a g e d y as : " p a s s i o n s d e f i n e d by t h e 
50 
m o t i v e s , " and says "Tragedy i s p a s s i o n a lone , and 
r e j e c t i n g charac:ter, i t gets form from mot ives , from t h e won-
d e r i n g of p a s s i o n s . " In "Samhain," Yea t s , p r e s e n t i n g 
4 7 . W.B. Yea t s , P l a y s f o r an I r i s h T h e a t r e , (London : 
S t ra t ford-Upon-Avon, D e c , 1911, 1913), p . X 
4 8 . W.B. Yea t s , C u t t i n g of An ;vgate (London : Macmillan, 
1919) , p . 28 . 
4 9 . Essays and I n t r o d u c t i o n s , p . 225 . 
5 0 . W.B. Y e a t s ' s L e t t e r t o Lady Gregory , " c i t e d in Lady 
Gregory, e d . . Our I r i s h T h e a t r e (London : Putnam, 
1913) , p . 10 6. 
5 1 . A u t o b i o g r a p h i e s . I I , 4 1 0 - 7 1 , 
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h i s t r a g i c theory in the context of the absence of c h a r a c t e r 
and p r i o r i t y of emotions, says "The a r t s are at t h e i r 
g r e a t e s t when they seek for a l i f e growing always more 
scornful of everything tha t i s not i t s e l f and passin i n t o 
52 i t s own f u l l n e s s , " Tragedy thus t ranscends the l i m i t s of 
tim.e and persons . In fac t for Yeats a play i s an "ecs tasy , 
which i s from the contemplation of things va s t e r than the 
i n d i v i d u a l . The mask used in tragedy contain n e i t h e r 
c h a r a c t e r nor personal energy. They are a l l i e d to decora-
53 t ion and abs t r ac t f igures of Egyptian temples ." Yeats 
supports h i s argument by giving the examples of Racine, 
Coimeil le and Shakespeare. Yea t s ' s subordination of 
c h a r a c t e r to the P lo t . As S to l l says "Yeats was following 
54 
A r i s t o t l e and Longinus." 
Yea ts '3 views about the language were also coloured 
by h i s d i s l i k e for r e s l i s t i c p l ays . Here Yeats, l i k e 
Shakespeare, conceived of speech as paramount beacon of 
52. 'Samhain' , 190 4, p . 88 . 
53 . Joseph Hone, The Life of W.B. Yeats (London : 
Macmillan, 1942), p . 225. 
54 . E.E. S t o l l , Shakespeare and Other Masters 
(Minnesota i Univers i ty of Minnesota Press , 1969) , 
p . 86 . 
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drama, a nodal point to which everything e l s e i s sub-
o r d i n a t e , as the only medium of developing the sub t le ty 
o£ expression needed to lay bare ' t h a t which hides i t s e l f 
in the depth of soul.* Thus he pleaded to " r e s to re the 
55 
sovere ign i ty of words." But the words were to be 
musical and v iv id , because if language i s not musical 
i t becomes a r t i f i c i a l . In t h i s context he p resen t s a 
beau t i fu l analogy. : "What the ever-moving, d e l i c a t e l y 
moulded f l e s h i s t o human beauty, v i v i d musical words are 
t o pass ion , " and t h a t "without f i ne words the re i s no 
g rea t l i t e r a t u r e . " The e p i t h e t s t h a t he uses for 
r e a l i s t i c language are : •Bedridden, a i l i ng and algeb-
r a i c a l . According to him r e a l i s t i c cha rac t e r s spoke "as 
57 
if they were reading newspapers." He wanted his charac-
ters to speak that language which is theirs and that "They 
should speak it with so much of emotional subtlety that 
the hearer may find it difficult to know whether it is the 
58 thought or the work that has moved him." So poetry 
should not be a mere embellishment, but must Justify 
itself dramatically. Music is a means to reinforce the 
55. Plays and Controversies, p. 120, 
5 6. Ibid., p. 47. 
57. W.B. Yeats, Essays (New York : Macmillan, 1924), 
p. 207. 
58. Plays and Controversies, p. 46. 
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w o r d s . So Yea ts b l ended p o e t i c language w i th o r d i n a r y 
p a s s i o n a t e speech, one which he has d e s c r i b e d in •A Coat* 
as 'Walked n a k e d , ' i . e . w i thou t embel l i shment and 
59 
merely d e c o r a t i v e t r a p p i n g s , " But l i k e Wordsworth he 
sought no t any and every word, "but a powerful and 
p a s s i o n a t e syn tax , a s p e c i a l c h a n t i n g , t h a t s t r e s s e s 
rhythm of v e r s e speech , wh i l e p r e s e r v i n g t h e i n t e g r i t y 
of words , so t h a t audience hea r every metre and word 
c l e a r l y , " Though he p r e f e r s a p a s s i o n a t e syn t ax , ye t 
he r e j e c t s o v e r - e l a b o r a t i o n which he b e l i e v e s l e a d s u s 
t o a r t i f i c i a l i t y . He s u p p o r t s h imsel f by g i v i n g t h e 
f o l l o w i n g example, "one does no t add meaning t o t h e word 
•Love' by p u t t i n g f o u r O ' s in t h e middle o r by sub -
o r d i n a t i n g i t s l i g h t l y t o a musica l n o t e . " What he 
wished f o r was a l i v i n g l anguage , b u t uncontamina ted by 
t h e cheap p r e s s . He, n a t u r a l l y , t u r n e d t o A n g l o - I r i s h 
idiom, c a l l i n g i t " the b e a u t i f u l Eng l i sh which i s grown 
up in I r i s h speaking d i s t r i c t s . Such an Engl i sh though 
g a t h e r s i t s vocabu la ry from t h e t i m e s of Melory, bu t i t s 
id iom i s I r i s h . " He even says t h a t "Thea t r e began in 
^^* P l a y s and C o n t r o v e r s i e s , p p . 521-22, 
60 . Essays and I n t r o d u c t i o n s , p p . 521-22 . 
^^* £tSY.§.._§H.^ JifiJG.t52.ve^£§.4®.9.» P» 43 5 . 
62. See Yeats "Discussions" in Uncollected Prose Works 
by W.B, Yeats, Vol. I, collected and edited by 
John J.P. Fryne (London : Macmillan, 1970) , p.402. 
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r i t u a l and c a n n o t coma t o g r e a t n o 3 3 a g a i n w i t h o u t r o c a l -
l i n g w o r d s t o t h e i r a n c i e n t s o v e r e i g n t y . " He b e l i e v e d 
t h a t "one can w r i t e w e l l i n t h a t c o u n t r y i d i o m , w i t h o u t 
much t h o u g h t a b o u t one* a words? t h e e m o t i o n w i l l b r i n g 
64 t h e r i g h t word i t s e l f . " 
R e g a r d i n g A c t i n g , he was i n f l u e n c e d by t h e Pay 
b r o t h e r s , who i n t u r n f o l l o w e d t h e F r e n c h m a s t e r s . He 
l i k e d F r e n c h a c t i n g , f o r i t s moments of ca lm d e l i g h t , and 
s o u g h t l i k e t h i s , s i m p l e and d r e a m l i k e movements , away 
f rom t h e m e l o d r a m a t i c a c t i n g of p r o f e s s i o n a l s such a s t h a t 
o£ S i r Iksnery I r v i n g wh ich r a l i o a on f a o t and he^ivy rnov<a-
m e n t s . Y e a t s was cha rmed by t h e s t i l l n e s s of a m a t e u r s 
w h i c h c o n s i s t s of l e s s e r and s l o w e r movements t "The 
a c t o r s must move, f o r t h e mos t p a r t , s l o w l y and q u i e t l y , 
and n o t v e r y much, and t h e r e s h o u l d b e s o m e t h i n g i n t h e i r 
movements d e c o r a t i v e and r h y t h m i c a l a s i f t h e y w e r e 
p a i n t i n g s on t h e F r i e z e , " A c c o r d i n g t o him a p o e t i c 
p l a y t h a t n e e d s f u l l a t t e n t i o n of t h e mind must be f r e e 
f r o m a l l such i r e l e v e n t g e s t u r e s a s weary t h e mind and 
become de t r o p i n t h e f l i g h t of i m a g i n a t i o n t o s e t t l e i n t o 
63« E s s a y s and I n t r o d u c t i o n s , p . 2 4 4 , 
6 4 . P l a y s and Gp^n_tro_ver3i^e3, p , 3 0 . 
65. I b i d . . pp. 132-3. 
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t r a n c e and " t h e n o b l e r niovements t h a t t h e h e n r t s e e s , 
t h e r h y t h m i c a l m o v e m e n t 3 _ t h a t „ s e e i n t o f l o w u p i n t o t h e 
i m a g i n a t i o n f rom d e e p e r l i f e , " must b e p r e s e r v e d . 
What he a imed a t was ' t h e s l e e p - w a l k i n g of p a s s i o n , ' 
n e c e s s a r y f o r t h e o p e r a t i o n of c o l l e c t i v e u n c o n s c i o u s . 
L a t e r on h e i n c o r p o r a t e d d a n c e i n t o a c t i n g , r e g a r d i n g i t 
a s an e x t e n s i o n of a c t i n g , a s p a r t of s e c r e t r i t u a l . T h i s 
he d i d j u s t t o d e f e n d t h e p r o s c e n i u m s t a g e of s t a t u e 
m a k i n g , "which k e e p s i t s a u d i e n c e a t a d i s t a n c e by r e p r o -
d u c i n g an e x t e r n a l s c e n e . " T o t a l e f f e c t p r o d u c e d by 
t h i s b l e n d i n g of movement and s t i l l n e s s was " t h a t m y s t e -
r i o u s a r t , t h a t i s t o b e f o u n d i n M e d i e v a l M y s t e r y 
P I a y s . " ^ ^ 
Such m y s t e r i o u s a r t r e q u i r e d s p e c i a l t y p e of a u d i -
e n c e , i . e . t h e a u d i e n c e a v a i l a b l e t o S o p h o c l e s and 
S h a k e s p e a r e , who a r e g i f t e d w i t h t h e i m a g i n a t i v e f a c u l t y 
69 
and vtnrn t o bo " •iH b u t na c l o v o r na A thnn inn . l u r l i n n c c . " 
Thus he made a d e c l a r a t i o n : "We hope t o f i n d i n I r e l a n d 
. . . i m a g i n a t i v e a u d i e n c e t r a i n e d t o l i s t e n by i t s p a s s i o n 
5 6 . Es s a y s an d _I_n t rodu c t i o n g, p . . 2 2 3 . 
^^ • E x p l o r a t i o n s , p . 194 , 
68* I b i d . , p . 1 7 3 . 
6 9 . I b i d . , p . 1 5 2 . 
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o£ ora tory and who be l i eve t h a t our des i re to br ing on 
s tage deeper thoughts and emotions of I r e l and w i l l ensure 
70 fo r us a t a l e n t e d welcome, . , " . He prefer red a " f i t 
71 
audience though few." His audience had to be well 
learned, because his was a suggestive and symbolic drama. 
Theatre for Yeats had a mission, its own function. 
As poetry facilitates a communion of real and 'surreal* 
through the symbols, theatre should also create condi-
tions favourable to a contemplative mood in which imagi-
nation plays a creative role and joins the conscious mind 
with the collective unconscious. For him its function was 
to make theatre "a place of intellectual exitement — a 
place Where the mind goes to be liberated as it was libe-
rated by the theatres of Greece and England and French at 
certain great moments of their history, and as it is 
liberated in Scandinavia today." 
This indicates two aims of Yeats as a playwright : 
first to revive the vitality of undying legends of old 
Irish civilization; secondly to popularize the use of 
English as spoken by the Irishmen of countryside. He 
'^^' Our Irish Theatre, pp. 280-431. 
7 1. Plays and Controversies. p. 233. 
72. Ibid., p. 45, 
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wanted to hab i tua te I r i s h subjec ts to the English language. 
Both these aims show h i s des i r e to r e s t o r e the mind of 
I r i shmen. to t h e i r own cu l t u r e f reeing i t from the foreign 
in f luence . Bas ica l ly he wanted to go back "to the 
73 
thought and speech o£ the common men," So he reformed 
the drama in i t s theme, speech, ac t ing , stage e t c . For 
t h i s the main guiding p r i n c i p l e s were those of s impl ic i ty 
and l i v i n g imagination, which culminated in the works of 
Synge. Such Elizabethan type of drma could be equated, 
f o r him, with a poem, t h a t g ives i t s wisdom, not through 
d iv i s ion of e n t i t i e s as p lo t and cha rac te r but through I t s 
unity.* So the course of development i s towards g r e a t e r 
atnrknofls, abs t r ac t ion , gradual removal of a l l poe t ic 
embellishments as scenery, ornamental words, in favour of 
s ing le un i f i ed image. To him "beauty i s to be found not 
in any spec i f i c l i n e but woven in the dramatic t ex tu r e so 
t h a t we f a i l to judge whether i t i s l i n e t h a t g ives gran-
deur of drama tha t tu rns words in to poe t ry . " 
So t h i s dramatic theory of Yeatg, as described 
above in nu t she l l should be taken as a pioneer in h i s 
7 3 . E l l i s - Permor, Una, The I r i s h Dramatic Movement 
(London i Methuen, 1939), p . 62. 
74 . J . Unterecker, A Reader 's Guide to W.B. Yeats (London : Thames and Hudson, 19 61) , p . 61. 
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search for a novel technique of drama. The type of 
plays t h a t he intended to present in h i s improvised small 
drawing-room t h e a t r e could not be wr i t ten within the 
framework of the ex i s t ing dramatic conventions. He sought 
something ' i d e a l , s p i r i t u a l , remote,* which n e i t h e r the 
Abbey Theatre nor any o the r e x i s t i n g t h e a t r e could provide . 
Luckily as well as unlucki ly fo r him h i s contact with Ezra 
Pound was the most s i gn i f i can t tuiming point in h i s quest 
for dramatic technique. I t was Pound, who introduced 
him to the Japanese Noh p lays , and in the year 1914-15, 
Yeats, declared in h i s ' N o t e , ' on the F i r s t performance 
a 
of 'At the Hawk's Well' ; I have now found my f i r s t model 75 in the 'Noh' s tage of a r i s t o c r a t i c Japan." A br ie f 
desc r ip t ion of the o r ig in and the chief c h a r a c t e r i s t i c s ol 
the Noh are given below ; 
Noh drama emerged in Japan in the 14th century 
out of such r i t u a l s and Pantomimes as ancient r i t u a l i s t i c 
dance ca l l ed Okina. Afterwards, under the patron.^go of 
Shogun Yoshumitsku, i t became a r i s t o c r a t i c a r t , the 
main propounders of which were Kananlx and h i s son. 
75 . See W.B, Yea t s ' s ' N o t e , ' on the F i r s t performance 
of 'At the Hawk's Well' in A, Norman Ja f fe res 
and A. S, Knowland, e d s . , A Comm.entary on the 
Col lec ted Plays of W.B. Yeats (London : Macmillan, 
197 5) , p . 85. 
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7 fi 
Semi Motokiya. Initially Noh was a religious perfor-
mance at Shinto Temple, but it becan.e a state ceremony 
77 during the Yoflo Period. 
Noh drama, alno called ari^itocratlc drama, was a 
aophlsticatod moann o£ entertainment, chieEly Eor the 
elites of the society. This is why it was so called. It 
was a highly stylized and abstract or of drama, due to 
which Japanese term 'Noh,* which means 'accomplishment,' 
characterized this aristocratic form. Occasions on which 
Noh plays were performed were both religious as well as 
social. Different kinds of Noh plays, then in vogue, 
were : God plays (Wakino and Kanino) , Warrior plays 
(Shuramino), Wiq plays (Kazarmino) , plays based on the 
attachement of the dead of this world (Kyojannuno), and 
auspicious plays (Kiriono) . Each of the five kinds is 
followed by a small pantomime called Kyogen, which is a 
comic interlude related to Noh, just as satire is related 
76 to Greek tragedies. 
7 6. John Gassner and Edward Quinn, eds.. The Encyclo-
paedia of World Drama, Vol. II (New York : McGraw 
Hall, 1972) , p. 322. 
7 7 . Essays , p . 274. 
7 8 . Encyc lopaed ia of World Draina, I I I , 322. 
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In n typiranl Noh play boftt lna oC r]niin nntiotuicon 
i t s s t a r t . The p lay i s a r r anged in such a manner as t h e 
f i r s t t o appear on t h e s t a g e i s Shoqun c o n f i n e d t o t h e 
Noh of Gods. Af t e r t h i s i s performed Shura a b a t t l e 
p i e c e . The t h i r d i s a Wig Play (Kazula) which i s a 
female pe r fo rmance . I t i s fo l lowed by Noh of t h e s p i r i t s 
o r Oni Noh. Indeed , i t was in keep ing wi th the g e n e r a l 
b e l i e f t h a t a f t e r b a t t l e comes peace -makings . Af te r t h i s 
i s s t a g e d , a p lay of moral d e i t i e s c a l l e d Zig, Gj, Re i . 
L a s t l y we have , Shoqun again t o c o n g r a t u l a t e t h e a c t o r s , 
79 
marking t h e end of t h e p l a y , 
A Noh p lay i n c l u d e s a number of c h a r a c t e r s of which 
t h e i m p o r t a n t ones a re : The hero ( S h i t e ) , f o l l o w e r of 
t h e hero (Jaura) , Guest u s u a l l y a wandering p r i e s t (Waki) , 
a t t e n d a n t of t h e g u e s t (Wazdura) , an i n s i g n i f i c a n t man 
(Tomo) , a young boy (Kogate) , e v i l s p i r i t (Hannya) and 
80 f i n a l l y a s a i l o r (Keyogensh i ) . 
The t y p i c a l themes t o be d e a l t w i th in Noh p l a y s 
a r e g e n e r a l l y t h e mass of l e g e n d s r e l a t e d to Budhis t o r 
Sh in to r e l i g i o n , for i n s t a n c e , t h e s i n of k i l l i n g , p r a i s e s 
7 9 . iSzra Pound and E m a a t Pono l loaa , The CLassi^c _Noh 
T h e a t r e of .Jap^an (New York t Alf red A. Knolf, I n c . , 
1911) , ' p . 10 , 
8 0 • I b i d . , p p . 15-29 . 
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8 1 
o£ d e i t l e a , h o s p i t a l i t y t o a p r l e a t l y o r d e r , e t c . 
S h i t e c a r r i e s on t h e theme of t h e p l a y . Mere pronounced 
c o n f l i c t s and compl i ca t ed d r a m a t i c s i t u a t i o n s , t h a t i n c -
l u d e e x t e r n a l e v e n t s a re done away w i t h . I n s t e a d , he re 
we have r e c u r r e n t a b s t r a c t c o n c e p t s of l i f e r e a l i z e d 
th rough e x p e r i e n c e s , t h a t a r e d e p i c t e d by means of a 
u n i f i e d medium of: dance, rhythm, rrruaic and co-itumo. 
These d i f f e r e n t e l emen t s a re " t h e main i n g r e d i a n t s of 
83 t h i s drama." 
The Noh c h a r a c t e r s appear in t h e fo l l owing o r d e r : 
As soon as t h e f l u t e i s p l ayed announcing t h e beg inn ing 
of t h e p l a y , t h e f i r s t s e c t i o n ( Jo ) , opens wi th t h e 
appearance of Waki ( I l n d ac tor ) , who s i n g s p o e t i c i n t r o -
duc t ion and than a t r a v e l l i n g song, which he endn at h i s 
a r r i v a l a t t h e d e s t i n a t i o n . The second s e c t i o n (Ha) opens 
w i t h S h i t e ( I s t ac to r ) , u s u a l l y a ghos t o r d e i t y in g u i s e , 
S h i t e i s accompanied by (Tomo) ^ a s u p p o r t i n g a c t o r , who 
s i n g i n g an e n t r a n c e song d e s c r i b e ^ h i s s i t u a t i o n . After 
t h i s b o t h S h i t e and Waki appear t o g e t h e r in an exchange 
8 1 . W.G. Aston, H1 3tory_ pf Japanese Ll_ te ra ture (London: 
Wil l iam Hoinman, be£ora ""A. or'TiJo)","!?;?. l9"9-203. 
8 2 . ZliS.J5.L§2.2i?.Jio^_11^®at£ej3f__Ja£an, pp . 11-12 . 
8 3 . P.G. O ' N e i l l , "The Noh T h e a t r e of J a p a n , " The Tlm_es. 
L i t e r a r y Supplement, 20 August, 1971), p . 991."" 
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of d i a l o g u e , Waki r oappea ra , s i n g i n g a song of w a i t i n g , 
i n ( kyo) o r t h e l a s t s e c t i o n . S h i t e a l s o comes r e -
e n a c t i n g some p a s t e v e n t , f o l l owing which i s a d i a l o g u e 
betv/een t h e S h i t e and Chorus . Th is i s fo l lowed by a 
f i n a l dance , of twenty m i n u t e s . Dialogue between S h i t e 
84 
and Choirus marks t h e end of t h e p l a y . 
I t s t y p i c a l s t a g e i s ve ry s imple ; i t needs no 
p r o p s , b u t f o r t h e wh i t e and green c o l o u r e d C u r t a i n s and 
a drum. Audience, occupying a l l of i t s f o u r s i d e s , form 
a c i r c l e . T r a d i t i o n a l l y e a r t h e n J a r s a re put under t h e 
s t a g e so t h a t t h e sound 6f t h e drum might r e v e r b e r a t e . 
L i g h t m.301 i p u l f t t i o n s a re a l so s imp le , Noh ha^ a t r a d i t i o n 
of p a i n t i n g a s imple p i n e t r e e a t t h e back wal l of i t s 
s t a g e . Here i n d i c a t i o n s of t h e scenery a re c a r r i e d on 
t o t h e s t a g e , by seirvant in b l a c k a t t i r e . 
Music, o c c u r r i n g a t t h e i n t e r v a l s between t h e 
b e a t s of drum i s an impor t an t p a r t of Noh. Music he re i s 
a means of evoking r i t u a l i s t i c atmosphere and avo id ing 
8 4 . Ashley Myles, A C r i t i c a l H i s t o r y of W,B. Yeats as 
a Dramat i s t (Se lzburg j The U n i v e r s i t y P r e s s , 1981) , 
p p . 7 6 -7 . 
8 5 , Ar thur , Waley, The Noh P l a y s of Japan (London : 
Macmillan, 19 21) , p . 12. 
8 6. McGawan and Meln i t z , The L iv ing Stage (Englewood 
N . J . P r e n t i c e H a l l , I n c . , 1955), 3 1 3 . 
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natura l i sm, bes ides e leva t ing the audience on to a l y r i -
87 cal p l a c e . I t i s accompanied by dance, which though 
slow and s t a t e l y i a highly s t y l i z e d . 
Dance here evokes r a t h e r than expresses the 
88 
emotional c e n t r e . I t conveys the motion of Yogun which 
I s tobash i t r a n s l a t e s as ' I d e a l beauty ' and Pound as 
89 
•Mysterious Calm.' Both music and dance con t r ibu te to 
d i s t a n c i n g . 
Mask too i s an i n t e g r a l pa r t o£ Noh. As these 
dancers are marked, they represent those profound emo-
t i o n s t h a t e x i s t only in so l i t ude , pu r i f i ed of a l l but 
i t s e l f . Mask in f ac t ann ih i l a t e s the c h a r a c t e r ' s i n d i v i -
d u a l i t y and p ro j ec t s them as abs t rac t symbols of emotions, 
f e e l i n g s and exper iences . 
Chorus too i s an important charac te r which remains 
apar t from the main ac t ion , but could be used to spenk 
anything tha t otherwise, could not be represented on the 
s t age . According to Penel losa " I t s function i s poe t i ca l 
87 . Louis, Macniece, The Poetry of W.B. Yeats (London : 
Univers i ty Press , 1945), p , 190. 
88. Donald Keen, "No, The Class ic Theatre of Japan" in 
Drama Review Journal , Vol.23, 1979 No. 2-4, p . 6. 
89 . Hiro I sh ibash i , W.B, Yeats and the Noh (Tokyo : 
Keio, Univers i ty Press , 1956) , p . 5 . 
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comment," C h a t u r v a d i , f e e l s " t h a t Chorus r e i n f o r c e s 
9 1 t h e t h e m e . " -^  According t o Yeats Chorus h e r e " p r e s e r v e s 
92 t h e mood whi l e i t r e s t s tVie mind by change of a t t e n t i o n . " 
Text in t h e s e p l a y s was not a l lowed primacy ove r 
musiC/ dance , costumes e t c . I t however d i d make s o l i d 
s t a t e m e n t s on t h e c e n t r a l d r a m a t i c i s s u e , which i s worked 
o u t in c o l l a b o r a t i o n w i th t h e above mentioned e l e m e n t s . 
L e x i c a l meanings were i n t e n d e d t o be g a t h e r e d only in 
t h e i r rhy thmic c o n t e x t . Since i t l a y s emphasis on t h e 
rhythm, hence c l e a r cu t d e l i v e r y of d i a l o g u e was s u b o r d i -
n a t e d t o t h e s t y l i z a t i o n of g e s t u r e s , e . g . , slow l i f t i n g 
of hand imp l i ed weeping. Here, we see t h a t language i s 
i n t e n t i o n a l l y e n i g m a t i c , l e s t i t should draw undue a t t e n -
93 t i o n of audience in p r e f e r e n c e to t h e o t h e r e l e m e n t s . 
Noh p lay of t h e t ype b r i e f l y o u t l i n e d above was 
of n e c e s s i t y t o be s h o r t , r e q u i r i n g j u s t an hour* s 
per formance on t h e s t a g e and s i x o r seven pages in p r i n t . 
9 0 . E. P e n e l l o s a "Noh o r Accompalishment, " in 
The C l a s s i c T h e a t r e of Japan, p . 119. 
9 1 . C h a t u r v e d i , Ear ly Twenty Century Drama (Gwalior : 
K i t a b g h a r , 19 61) , p . 15. 
9 2 . W.B. Yea t s , " P r e f a c e " , Sophocles t King Oedipus : 
A Vers ion f o r t h e Modern ..Stage (London; MacmillaiT, 
19 24) , p . 67 
9 3 . Yokio Miahlma, F ive Modem Noh F l a y s , T r a n s . , 
Dola ld Keen (London : Sacker and Warburg, 1957) , 
p p . 203-4 . 
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This was so because the concentrated fa re of the type 
offered by Noh p lays , could be a t t e n t i v e l y responded t o , 
fo r a long t ime. 
Such drama obviously required "only i n t e l l i g e n t 
audience, who were highly recep t ive and well versed in the 
94 t e x t , " This had t o bo so because here , attempt i s 
made to make a play dramat ica l ly convincing. Here the 
message of communication, i s not what was said, but what 
was not sciid. In o the r words, we can say t h a t the re 
s i l ence i s communicative. Donald Keen has r i g h t f u l l y 
remarked t h a t "Noh makes grea t demands on the 
95 audience," 
Yeats's fascination for the Noh plays responded to 
his ideal of drama, were there is "a harmony of rhythm 
9 6 
and speech, of voice, of instruments, of the body," a 
Drama "which works not by direct statement, but by sugges-
tion,"^^ 
94, P,A,G. Wilson, W,B, Yeats and Tradition (London : 
Victor Collancz, 1958), p. 42, 
95, Donald Keen, "No, The Classic Theatre of Japan" 
p,6, 
9 6, Priscilla, Thouless, Modern Poetic Drama (Oxford : 
Basil Blackwell, 1934), p. 200. 
97, Explorations, p. 255; 
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The scVx)lar3hip ava i lab le on Yeats, p a r t i c u l a r l y 
in regard to Four Plays fo r the Dancers, have concent-
ra ted heavi ly on the phi losophical and mythical olemonts 
in these plays such as Guchulain cycle , Chr i s t Myth, 
Deirdre legend known to a l l I r ish-men. His mind was f u l l 
of Gaelic s t o r i e s and poems. He viewed l i t e r a t u r e in the 
context of h i s own na t ive land, to awaken the masses to 
consciousness, to r evo l t against the i n t e l l e c t u a l s lavery 
by reviving I r i s h f o l k - l o r e , love for I r i s h l i f e and 
mythology and hence set I r i s h l i t e r a r y Renaissance in 
motion. But i t was not mere pa t r io t i sm, and reac t ion 
agains t Commercialism, but the recogni t ion in these myths 
of something of un ive r sa l value and s ign i f i cance . 
Cer ta in o the r c r i t i c s have t r i e d to connect the 
per iod when Yeats wrote these plays with the period of 
depression in l i f e , following h i s r e j ec t ion by Moud Gonne 
in h i s amorous p u r s u i t . For example Ashley Myles holds 
"The l a s t f ive p lay j of the period emerge out of the g u i l t 
t h a t h i s own idealism and..critical in te l lec t converted him in to an 
unnatura l man, ending Moud*s d is i l lus ionment with him and 
marriage with Macbride. The t r a g i c f a t e of the Protago-
n i s t s r e s u l t s from l i s t e n i n g to the voice of apparent 
reason and neglec t ing the imjietuosity of na tu ra l 
35 
98 instincts." Myles, as a proof of this depression in 
life quotes the following lines from At the Hawk's well : 
The welter flowed and emptied while I slept. 
You have deluded me my whole life through^ 
Accursed dancers, you have stolen my life. 
That there should be such evil in shadow. 
He regards the above quoted lines as a "direct result of 
99 his wasted years and lack of accomplishment," 
There are scholars, who have concentrated to Yeats's 
growing starkness of style under the influence of the 
symbolist Movement of Ezra Pound. For example P.A.C. Wilson 
says : "Yeats went to the Noh as a result of his theory 
of drama, which is an extention of the the theory of 
Symbolism. ...Convinced that there was a convention 
which passed by direct descent from Egypt to 7\grippa's middle 
ages, and then to occultist ... and that this symbolism 
had a peculiar efficacy through Anima Mundj, he determined 
to avail himself of it."^°° 
What has hitherto been missing in the study of these 
98. Ashley Myles, A Study of W.B. Yeats as a Dramatist, 
p. 72. 
99. Ibid., p. 79. 
100. F.A.C. Wilson, W.D. Yaatg and Tradition, p. 34. 
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p lays has been an adequate explorat ion of the Dramaturgy 
exp lo i t ed by Yeats to convey h i s ideas which are i n t ense ly 
suffused with emotions and f e e l i n g s . There i s a need to 
explore how and with what success Yeats has t r i e d to 
present through the dramatic medium ideas — phi losophical 
as well as na t iona l — in a way t h a t the plays appeal to 
the hear t of readers o r the audience. The dominant impre-
ssion one g e t s from the var ious s tud ies mentioned above i s 
t h a t Yeats was present ing i n t e l l e c t u a l p lays through the 
technique of a b s t r a c t i o n . The proposed study aims at 
showing tha t even though the technique used in these plays 
i s t h a t of the Japanese Nob p lays , Yeats has considerably 
modified the technica l devices of the Noh to su i t h i s 
purpose of present ing a fusion of idea and emotion which, 
i t i s needless to emphasize, i s the hall-mark of grea t 
drama. Care has been taken in the following ana lys i s to 
demonstrate t h a t the g ra f t ing of an al ien dramatic t e ch -
nique i n t o the na t ive so i l of subjec t -mat ter does not 
cons t ruc t what Yeats wanted to convey in h i s p l ays . 
CHAPTER I I 
At t h e Hawk* 3 Well 
i^t _ t he _Hawl£^a^_W9l,\. (1917) i s t h e f I r a t of Ye a t r?'3 Four 
P l a y s f o r t h e Dancers , which i l l u s t r a t e s h i s exper imen t s 
w i th t h e Japanese Noh Technique . As wi th a l l t h e p l a y s 
i n t h i s group t h e p l ay u n d e r c o n s i d e r a t i o n a l s o d e a l s 
w i t h n a t i v e m a t e r i a l . The c e n t r a l concern of t h e p l ay i s 
t h e s e a r c h f o r i m m o r t a l i t y . The s t o r y of Cuchul ian u sed 
h e r e , w a s f a i r l y p o p u l a r b o t h in I r i s h f o l k l o r e and l i t e -
r a t u r e . I t was a l s o u s e d in a number of p l a y s , l i k e 
Lady Gregory* 3 The .Cuehu_lain oJE^ J^J- r theme, Hyde* s , 
§.«§.i.l?. J^Jl^^kJ£S.' Mor r i3 ' 3 The Wei 1 of t h e World* s Snd, 
e t c . 
The p l ay d e a l s w i th t h e s t o r y of a mi racu lous we l l , 
I t s w a t e r was b e l i e v e d t o have the magica l power of bes to -
wing i m m o r t a l i t y on t h e d r i n k e r . A l o t of t h e d r i n k e r s 
have been t r y i n g t o l a y t h e i r l i p s on a drop of t h i s 
w a t e r . But they have a l l f a i l e d . This i s because t h e 
w e l l i s guarded by a n o t h e r my th ica l f i g u r e - - Sidhe — 
who^ c o u l d assume m y s t e r i o u s forma of b r i d s , l i k e a hawk. 
The duty of the gua rd i an of the wel l was t o e n t i c e t h e 
s e e k e r of t h e magical w a t e r away from h i s e f f o r t s . The 
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water of the well used to come to the brim only a t c e r -
t a in moments. And the guardian had to ensure t ha t the 
seeker must be tempted to f a l l as leep while the water 
flowed to the brim. The seeker used to wake up only to 
learrj t h a t the magical water had eluded him. The pas t 
seekers have been represented in the play through an old 
man who has been s t ruggl ing to drink the water for several 
decades but has f a i l e d to a t t a i n any success . The main 
seeker Cuchulain a r r i v e s on the spot and i s t o l d the s to ry 
of the well na r ra t ed above. Cuchulain i s not de te r red by 
the hawk f igure of Sidhe, He resolves to overcome the 
hurdle by defeat ing the design of Sidhe. 
I t i s c l e a r from the above summary of the s tory 
of the play t h a t the main theme of the play i s search for 
immortal i ty o r what has been Yea t s ' s concern a l l h i s l i f e , 
pe r fec t ion of the se l f . The typ ica l conventional pa t t e rn 
of such a theme would be the seeker, the hurdles and 
f i n a l l y triumph or de fea t . The conventional treatment of 
the thematic conceini of the play i s provided by the s tory 
of the o ld man. He seeks, faces hurdle in the form of 
being tempted in to s leep when the water flows up, and 
f i n a l l y seems to be exhausted and f r u s t r a t e d . The main 
cause of h i s defeat seems to be h i s s e l f i s h concern which 
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i s c l e a r from h i s dissuading the young Cuchulain to go 
away l e s t he should succeed. This i s also c l e a r from the 
o ld man's des i r e to share Cuchula in ' s success without 
being determined l i k e the l a t t e r to show a firm resolve 
and determinat ion. The thematic pa t t e rn ing r e l a t e d to 
the old man of fe rs an i l l umina t ing c o n t r a s t with the young 
seeker , i e . , Cuchulain who resolves to f i gh t , to f i n i s h 
the hawk which o b s t r u c t s man's attempt a t perfec t ion and 
immor ta l i ty . Cuchulain*s reso lve , con t ra s t ed with t h a t 
of the o ld man, i s u n s e l f i s h though personal fulf i lment 
i s t h e r e . 
The above themes have been dramatized within the 
t echn ica l framework of a Noh play technique, though 
Yeats has used c e r t a i n conventional devices to make the 
thematic concern of the play c l e a r and e f f e c t i v e . The 
opening s tage d i r ec t i on makes two things c l e a r : one 
t h a t Yeats '3 concern i s not contemporary l i f e , but some 
a b s t r a c t theme. This i s c l e a r from the remoteness h in ted 
a t in the timing of the ac t ion , which i s the ' I r i s h 
heroic age . ' Secondly there i s a d e l i b e r a t e use of the 
Noh technique : "The s tage i s any bare space before a 
well agains t which s tands a pa t te rned screen. A drum and 
a Gong and Zi ther have been l a i d c lose to the screen 
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b e f o r e t h e p lay b e g i n s . . . We have two l a t t e m s upon 
p o s t s — a t t he o u t e r c o r n e r of t he s t a g e g i v i n g — 
l i g h t i n g we a r e most accustomed t o In o u r rooins." The 
masked p l a y e r s who a r e t h e m u s i c i a n s appear on the s t a g e 
and s t a r t u n f o l d i n g t h e c l o t h . There I s a l s o on t h e 
bade w a l l a ' b l a c k c l o t h ' s u g g e s t i n g a hawk. While t h e 
m u s i c i a n s sp r ead o u t t h e c l o t h t h e s i n g t h e fo l lowing 
l i n e s : 
I c a l l t o t h e eye of t h e mind 
A wel l long chocked up and dry 
And boughs long s t r i p p e d by t h e wind. 
And I c a l l t o t h e m i n d ' s eye 
Pil lour of an I v o r y f a c e . 
I t s l o f t y d i s s o l u t e a i r , 
A man c l i m b i n g up t o a p l a c e 
2 The s a l t s e a wind h a s swept b a r e . 
The f i r s t e i g h t l i n e s of the song i n t r o d u c e t h e s e t t i n g 
which has not been d e s c r i b e d in t h e s t a g e d i r o c t i o n and 
whose v i s u a l image i s v e r b a l l y evoked i n t h e M u s i c i a n ' s 
r e m i n i s c i n g t h e p l a c e . I t i s a ' w e l l long chocked up and 
d r y . ' The sea wind swept i s d e s o l a t e . L ine seven of t h e 
1 . W.B. Yea t s , The C o l l e c t e d P lays (London: Macmillan, 
1952), p . 207. 
2 ' I b i d . , p . 2 0 8 . 
* / 
song in t roduces In a t a n t a l i z i n g l y b r i e f manner 'Annan 
climbing up to a place.* In the remaining l i n e s o£ the 
song : 
What were h i s l i f e soon done I 
3 Would he l o se by t h a t o r win 7 
The Musicians express t h e i r doubt about the success of 
the man going on a mission, which has not yet been exp-
l a i n e d to u s . I t a lso makes i t c l e a r t h a t the s t rugg le 
for the fulf i lment of the yet unexplained mission may 
e n t a i l a l i f e - l o n g e f f o r t . Whether the e f fo r t i s worth-
while and l i k e l y to be rewarded i s l e f t with a quest ion 
mark. The two threads of the theme have been int roduced: 
One an un iden t i f i ed seeker of something connected with the 
well and secondly the p o s s i b i l i t y of f r u s t r a t i o n or reward, 
••while the c l o t h has been spread ou t , the guardian 
of the well has entered and now crouching upon the ground. 
4 
She i s e n t i r e l y covered by a black cloak.'* So the ambi-
va len t symbolism of the guardian of the well i s h in ted at 
in the above s tage d i r e c t i o n . She may stand for pur i ty 
and per fec t ion which are covered with the blackness of 
3» I b i d . , p .208. 
4 . I b i d . 
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wor ld l ines , mater ia l ism and man* s i nne r r o t t e n e s s . The 
guardian now crouches ucon the ground to act as a cu r t a in 
between the seeker and the wal l , the g e t t i n g of water o€ 
which symbolizes man's attainment of se l f pe r f ec t ion . 
That the water of the well i s going to r i s e and t h a t a 
v i g i l a n t s p i r i t u a l s t a t e i s needed to a t t a i n se l f pe r fec -
t ion are mad© c l e a r by tho Musician in the concluding 
l i n e s of the song : 
The boughs of the hazel shake. 
The sun goes down in the west. 
The hea r t would be always awake, 5 The hear t would turn to i t s r e s t . 
These genera l ized l i n e s seem, t o be a cont inuat ion of 
pessimism of the e a r l i e r l i n e s p red ic t ing the fa te of the 
o ld man. These l i n e s offer ing a c lue to the na ture of 
s p i r i t u a l c o n f l i c t of tenfeion with a poss ib le pess imis t i c 
conclusion are l inked with the old man. But they are 
l inked with the young man also because t h e i r message 
app l ies to him as we l l . 
Then the poet subt ly uses 'speaking* for ' s i n g i n g ' 
for the Musicians, This shows t h a t hero the chorus i s not 
5 . I b i d . , p .209. 
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jus t a commentator but acts as an actor also, ^eats seems 
to ...unite • the Noh technique with that o£ the Greek in 
extending the function of the chorus. In th i s speech 
the f i r s t Musician further explains the deserted and deso-
l a t e surroundings of the well. Withered leaves of the 
hazel covering half of the well create an impression of 
f rus t ra t ion . The picture of sea wind "that blows out of 
the sea : 
IVams over the heaped-up leaves at her side; 
They rus t le and dminish, 
again evokes a mood of fai lure and f rust ra t ion. In th i s 
speech the guardian of the well has been described as a 
v ig i lan t and a ler t watcher on the well . Alertness on her 
par t i s c lea r from her heavy eyes that know nothing but 
look upon the stone. She i s described as something 
frightening. The second Musician says •*! am afraid of 
t h i s jplace."^ 
That the quest i s not only fraught with diff icul ty requi-
ring perseverance but also with danger i s expl ic i te ly 
conveyed in these l ines of the second Musician. Followed 
6. Ibid . 
7 . Ibid . 
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by t h i s i s the two musicians*a chor ic commentary on the 
cause of the f a i l u r e of a ques te r : 
'Why should I s leep ?• The hea r t c r i e s . 
For the wind, the s a l t wind, the sea wind. 
I s beat ing a cloud through the sk ies ; 
I would wander always l i k e the wind,8 
After the theme of quest and the a t tendant d i f f i -
c u l t i e s have been e s t ab l i shed by the chor ic Musicians 
during t h e i r un ro l l i ng and r o l l i n g of the c l o t h we sea 
an o ld man enter ing through the audience. The t h e a t r i c a l 
device of us ing the space for the audience for the entry 
of a c h a r a c t e r i s Yea t s ' s open re jec t ion of the i l l u s i o -
n i s t i c , n a t u r a l i s t i c drama. The Musician here in t roduces 
us to an o ld man descr ibed as 'c l imbing u p , ' showing h i s 
attempt to got something, Tha f i r s t Music!mn t e l l s un 
t h a t t h i s man has been waiting for the l a s t ' f i f t y yea r s ' 
f i f t y years not in mathematical sense, but implying a 
long per iod of l i f e i , e , , a l l h i s youth. This i s beauti-
fu l ly conveyed in these l i n e s j 
He i s a l l doubled up with age; g The old t h o m - t r e o s are doubled so . 
8 . I b id . 
9 . I b i d . , p . 210, 
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So hare one o£ the ques te r s has been introduced to U3. Tho 
l i n e s are well modulated and e f f ec t i ve ly na r r a t ed . Here 
a t the t echn ica l l eve l we see tha t Yeats by giving no 
p a r t i c u l a r name to t h i s man and simply c a l l i n g him • an o ld 
man' has not ind iv idua l i zed the c h a r a c t e r . 
After t h i s we are shown the o ld man moving oh the 
s tage to and from, to with the accompaniment of the taps 
of the drums. This i s in keeping with Yea ts ' s des i r e to 
u n i t e a l l the element to produce a un i f i ed impression. The 
o ld man moves and l i f t s h i s hands, conveying, through 
these ges tu res the sense of making f i r e . This i l l u s t r a t e s 
Yeats '3 t a s t e for a drama ' t h a t works by suggestion and 
not by d i r e c t s t a t ement . ' This fur ther corresponds to h i s 
b e l i e f in the s impl i f ied s tage , with no such props as to 
present f i r e i t s e l f on the s tage ; and h i s be l i e f in a n t i -
n a t u r a l i s t i c s t age . After t h i s the f i r s t Musician expla ins 
what the o ld man wants to convey<through his g e s t u r e s . He 
t e l l s us : 
He has made a l i t t l e heap of leaves-
He lays the dry s t i c k s on the l e a v e . . . 
He has taken up a f i r e s t i ck and socket 
from i t s hole 
He whir ls i t round to get a f lame. . .10 
10. I b i d . 
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In fact Yeats r ea l i zed t h a t s ince h is audience were not 
well acquainted and well t r a i ned in such a symbolic t ech-
nique, a kind of explanation was n-^cessary to make the 
play c l e a r e r to the I r i s h audience. So here we see t h a t 
Yeats has not merely copied the Noh technique; r a t h e r he 
has moulded i t to s u i t h i s own advantage. At the leve l of 
technique we find here a s l i g h t devia t ion from the Noh 
technique and the simultaneous occurence of n a r r a t i o n , 
act ion' and in t roduc t ion of c h a r a c t e r . This s imul tanei ty 
i s an important fea ture of the technique he re . 
After t h i s we have a song i 
O wind, 0 s a l t wind, 0 sea wind I 
Cr ies the hea r t , i t i s time to s leep; 
Why wander and nothing to find ? 
Be t t e r grow old and s l e e p . H 
The above l i n e s e l abora te the c o n f l i c t which was only h in ted 
at e a r l i e r . They i n d i c a t e t h a t the f a i l u r e in quest i s 
because of the lack of an ag i le and a l e r t w i l l and perseve-
rance, in the absence of which the quest of the o ld man i s 
bound to be f r u s t r a t e d . These are the very q u a l i t i e s t ha t 
are c o n t r a s t e d with the q u a l i t i e s of firm determinat ion, 
11 , I b id , 
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and dagged perseverance of the young man who appears l a t e r . 
The! Yeats followed exclus ive ly the path of abs t rac t ion in 
h i s e l i t o s t Noh drama i s not wholly t r u e . As we have seen 
so far in the development of the action the technique of 
systematic unfolding of act ion i s followed along with the 
Noh technique of symbolism, abs t rac t ion and use of music 
and ges tuca . 
After t h i s the old man personal ly comes on the 
s tage and speaks "Why don ' t you speak to me ? Why don ' t 
12 you say ." The quest ions t h a t the o ld man asks the 
musicians in h i s long twenty-one l i n e dia logues , only 
reconfirm the old man's f a i l u r e anfl f r u s t r a t i o n and h i s 
wai t ing in va in . The Sidhe who i s the pervasive c o n t r o l l i n g 
power has been e x p l i c i t e l y mentioned he re . But the o ld man 
obviously has not understood the design of Sidhe. I t would 
be re levant to pause here for a moment to explain the s i g n i -
f icance of Sidhe. According to Yeats himself Sidhe r e fe r s 
to " I r i s h Gods and Goddesses whom r ich men c a l l IXjatha-
de-Denan o r the t r i b e s of the Godess Danu, but the poor 
c a l l them the Sidhe, Aas Sidhe or Sluagh Sidhe — the 
people of faery h i l l s . However Sidhe i s also a gae l i c term 
12. I b i d . 
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for wind, and surely Sidhe havo much to do with the wind. 
They t r a v e l in whir l ing wind. The winds tha t were 
c a l l e d the dance of the daughters of Herodias, in the 
13 middle ages, Herodians re fe r red to some old Goddess." 
Yeats fu r the r expla ins the Sidhe symbolism in the p lay . 
She i s a potent obs t ruc t ion in the way of quest but she i s 
not malignant . She i s the c o n t r o l l i n g d ie ty of the wind, 
sea and the h i l l s . The Sidhe as i t were stands for a 
c a t a l y t i c agent to thrash out the c r u s t on human se l f 
which stands in h i s way of s p i r i t u a l pe r fec t ion . 
Next to appear on the s tage i s the young man, a 
second ques te r , who i s the legendary Cuchulaln. He unl ike 
the old man d i r e c t l y makes h i s appearance before the audi-
ence . So here too we find blending of both Noh and con-
vent ional technique regarding the a r t of c h a r a c t e r i z a t i o n , 
and entry of the dramatis personae. Here again i t would be 
re levant to pause for a moment to b r i e f l y comment on the 
Cuchulain myth used by Yeats in t h i s p lay . Though there 
i s no such au thor i ty in the legends about the actual s to ry 
for Cuchulain but Yea t s ' s e a r l i e r in t roduc t ion to Fighting 
^llg,-Waves gives fu r the r i n s i g h t in to his aim : "I have 
13. See Yea t s ' s , 'The Hosting of S idhe , ' in 
The Col lec ted Plays, p . 6 1 . 
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wri t t en a s e r i e s ot plays upon c e r t a i n events o£ I r i s h 
heroic age, s e t out in t h e i r chronological o rder . In 
Del^rdre. the hero Naoise holding ' t h e championship of 
the Red Branch' d i e s , making way for h i s success or In the 
championship, Cuchulain, to whom, I have given Eour 
p i ay 3 • At the Hawk* s Well, The Green Helmet, On Ba i l ' s 
Stran_d and Qn l^jj.jJa,aljDu_3Xjo^ Jii!l'l£« • • O* Grady s t a r t e d us 
off by r ec rea t ing Cuchulain in the Image of Achi l les , and 
when Lady Gregory wrote her ' f o lk h i s to ry p lays ' and I 
niy plays in verse , we thought them, l i k e the Greek plays; 
the simple fab le , the l o g i c a l l y cons t ruc ted p l o t , the 
chorus of the people, t h e i r words fu l l of vague suggest ion, 
a preoccupation with what i s unch^snqing and there fore with-
out top ica l o r p r a c t i c a l in te res t . ' , ' But Ure Pe te r i s 
r i gh t saying t h a t "Yeats has not romantically i dea l i z ed 
the c h a r a c t e r . He laboured to awaken knowledge in h i s 
audience by giving them the obl ique view and engendering 
h i s c o n f l i c t s from a continuous i n t e r p l a y of I ron ic mea-
nings.. "^^ 
The Cuchulain of t h i s play stands for the qua l i t y 
14. See, Dublin Univers i ty Magazine, Apri l -June, 19 32; 
VP, 57 2 i n , A Commentary on the Col lec ted Plays of 
W.B. Yeats, pp. 109-110. 
15. Ure Peter , Yeats the Playwright (London: Routledge 
and Keg an Paul7~19 63) , pp .61-2. 
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i . e . , h e r o i c d e t e r m i n a t i o n and pe rneve rance in q u e s t . 
In t h e f i r s t four l i n e s t h a t t he young man u t t e r s , he 
t e l l s us t h a t he too i s in q u e s t of something no t y e t 
found : " I can no t f i n d what I am look ing f o r . " So 
h e r e we n o t i c e Y e a t s ' s k i l l in economy and p r e c i s i o n as 
f a r as t h e young man ' s speech i s conce rned . However, we 
a r e no t t o l d t h e t h i n g , t h a t t h e young man i s s e e k i n g . I t 
i s d e l i b e r a t e l y w i t h e l d f o r t h e sake of s u s p e n s e . The o l d 
man g i v e s d e t a i l e d account of t he young man in which we 
a r e t o l d t h a t t he young man has go ld s tucked in h i s c o a t , 
on h i s head and f e e t , which conf i rms t h a t he i s e i t h e r a 
w a r r i o r o r a l egenda ry h e r o . They a l s o i n d i c a t e h i s 
d e l i g h t i n wor ld ly a f f a i r s . Immediate ly t h e young man 
d e c l a r e s t h a t he i s Cuchu la in , son of Sau l t im , be long ing 
t o an a n c i e n t house -ho ld p o p u l a r among I r i s h - m e n . But t h e 
i n t e r v e n i n g comment by t h e o l d man t h a t ' h e has n e v e r 
hea rd t h a t name, ' i s symbolic of t he j u s t i f i c a t i o n of t h e 
o l d man ' s f a i l u r e because he n e v e r knew firm d e t e r m i n a t i o n 
and p e r s e v e r a n c e which t h e young man symbo l i ze s . The o l d 
man a s s o c i a t e s him wi th b a t t l e s and women, q u a l i t i e s of 
w a r r i o r and c h i v a l e r y . Hare we have a s imple c o n v e r s a t i o n 
between t h e s e two q u e s t o r s . I t i s i n t h e n a t u r e of t h e 
16 . Yea t s , The C o l l e c t e d P l a y s , p . 211 . 
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exposi t ion oE the in t roduc t ion o£ a cha rac t e r through 
br inging out h is a t t endants and present pos i t i on . The 
young "lan himself t e l l s us t ha t he has come here looking 
for the miraculous well and asks the old man to lead him 
to i t "wherein th ree hazels drop t h e i r nuts and withered 
l eaves , and where a s o l i t a r y g i r l keeps a watch among the 
17 grey bou ldors . " lie has heard tha t whosoever drinks 
the miraculous water of t h i s wel l , becomes imnor ta l . So 
the young man i s in seairch of the same wel l , a t the edge 
of: which the old man has been waiting Eor a long t ime. 
He wants to drink i t s miraculous water to again immorta-
l i t y . Though p resen t ly he i s a t the well but i t i s so 
d r ied up and f i l l e d with leaves t h a t he can hardly see i t . 
What he sees i s "A hollow among stones h a l f - f u l l of 
16 l e a v e s . " The following l i n e s oE the old man again 
convey a philosophy of constant s t rugg le , desp i te a l l 
obs t ruc t ions : 
And do you think so g rea t a g i f t i s found 
By no more t o i l than spreading out a s a i l , 
19 
And climbing a steep hill 7 




The old man here re fe rs to h i s own long f r u s t r a t i n g wait ing 
a t the well for i t s miraculous water . Hare youthful quest 
in being contra.Jtod with the falloc! quest of tVi^ ^ old man. 
Thus the theme of quest which began e a r l i e r in mystery, i s 
c l a r i f i e d by these two c h a r a c t e r s . 
The theme develops fu r the r when the young mnn exp-
l a i n s J "So i t seems/There i s some moment when water f i l l s 
70 i t . " ' The old man, too, confirms t h i s , and says t h a t the 
well i s f i l l e d with water a t some sec re t moment, known to 
none but to the divine sou l s . But the young man, sure of 
h i s good luck, claims to succeed very soon. So he i s 
opposed to the dismal f a i l u r e of the old man. Here the old 
man and the young man are con t ras ted also through the 
language they u s e . While the old man's language i s n a r r a -
t i v e , descr ib ing h i s f a i l u r e and the mystery surrounding 
the water of the wel l , the young man's language i s one of 
s t rong asse r t ion as i s evident in these l i n e s : "I wi l l 
s tand here and wai t . Why should the luck of Saul t im 's son 
dese r t him now ? For never Have I had long to wait for 
21 anyth ing ." In the following speech the old man n a r r a t e s 
to the young man, h i s pas t b i t t e r s tory of being cheated by 
20. Ibid.. , p . 213, 
2 1 . I b i d . 
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the dancers, which pravented him from getting tho miracu-
lous water of the well, and finally led him to his failure 
in hio quest Eor immortality. 'rh« old man anys » 
I came like you 
When young i n body and i n mind , and blown 
By what had seemed t o me a l u c k y s a i l . 
The w e l l was d r y , I s a t upon i t s e d g e , 
I w a i t e d t h e m i r a c u l o u s f l o o d , I w a i t e d 
Whi l e t h e y e a r s p a s s e d and w i t h e r e d me away. 
I h a v e s n a r e d t h e b i r d s f o r food and e a t e n g r a s s 
And d r u n k t h e r a i n , and n e i t h e r i n d a r k n o r s h i n e 
Wandered t o o f a r away t o h a v e h e a r d t h e p l a s h . 
And y e t t h e d a n c e r s have d e c e i v e d me. T h r i c e 
I h a v e awakened from a sudden s l e e p 
To f i n d t h e s t o n e s were w e t . 2 2 
T h e s e l i n e s a r e a f i n e spec imen of s i m p l e d r a m a t i c n a r r a -
t i o n , c o n f o r m i n g t o E l i o t ' s i d e a l o f a v e r s e i n p o e t i c d rama, 
23 i . e . , "A v e r s e i s n o t t o s e e Through b u t t o l o o k A t . " 
F o l l o w e d by t h i s i s t h e young m a n ' s s p e e c h showing 
h i s c o n f i d e n c e i n ^ood l u c k , which i s b o r n o u t of h i s f i r m 
d e t e r m i n a t i o n . As he a s s e r t s t h a t I f he grows drowsy he can 
p i e r c e h i s f o o t . A f t e r t h i s i s h e a r d a sudden c r y of hawk. 
2 2 . I b i d . , p p . 2 1 3 - 1 4 . 
2 3 . T . S . E l i o t , " F i v e P o i n t s on D r a m a t i c W r i t i n g , " 
(Townsman, J u l y , 19 3 8 ) , p . 1 0 . 
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The s t a g e d i r e c t i o n t e l l s us t h a t t he guard ian o£ the 
we l l g i v e s t h e c r y oE t h e hawk. Even t h e young man f e e l s 
i t s impact and wonders . 
And though I have good hawkri, the bf^st in the 
wo r l d 
I had fencied, I have not seen its like. 24 
The o l d man c a l l s h e r "The mountain wi t ch the unappeasab le 
shadow," who, he t e l l s "is always f l i t t i n g upon h i s mounta in-
25 
s i d e , t o a l l u r e o r to d e s t r o y . " The hawk i s p r e s e n t e d 
as a hinc^rance as s u p e r n a t u r a l d i e t y who c u r s e s ' a l l who 
have gazed in h e r unmols taned e y e s . ' She i s a s s o c i a t e d wi th 
e v i l , and something f e a r f u l : 
Look a t h e r s h i v e r i n g now, t h e t e r r i b l e l i f e 
I s s l i p p i n g through h e r v e i n s . She i s pos se s sed .2S 
The o l d man f u r t h e r informs t h a t t h i s s h i v e r i n g i s t h e s ign 
of t h e imminent coming of wa t e r . Hence he asks t h e young 
man to go away and l e a v e t h e p l a c e fo r him, so t h a t Cuchu-
l a i n doea not d r ink i t s e n t i r e w a t e r . His b e l i ' i f t h a t t h e 
"young men a re g reedy , and i f you d r i n k t h e f i r s t you w i l l 
d r i n k i t a l l " " nhows Vila l ack of t r u s t in t h e youn<j man'fj 
2 '4. Ye a t s , The C o l l e c t e d P l a y s , p . 214 . 
2 5 . I b i d . , pp . 214-15 . 
2'6. I b i d . 
2 7 . Ibl^d. p . 216. 
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i n t e n t i o n . These l i n e s show tha t though old man had 
waited a l l h is youth v i g i l a n t l y , but he had has such 
human waaknasses arj iral friohnona, d ln t ru s t nnrl Coar. Thin 
i s why he "can not bear her eyes, they are not o£ t h i s 
28 world." Contrasted t h i s i s the young man's f e a r l e s s 
courage* to face these eyes . I t Implies tha t to succeed 
in quest , courage and confidence are also required along 
with s t r u g g l e . Here i t i s pe r t i nen t to remark tha t Yeats 
has subt ly fused the mundane and the s p i r i t u a l . The o ld 
man's greed, s e l f - cen t r ednass , and se l f i shnes s are the 
lowly human i n s t i n c t s which must be overcome in o rder to 
a t t a i n to a higher s t a t u r e of the self , which Cuchulain 
s tands fo r . 
After this the hawk woman is shown as rising. While 
the old man covers his head out of fear, the young man 
determines not to leave the place till he succeeds in his 
quest. This is followed by the guardian of the well shown 
as dancing and 'moving like a hawk.' Here dance is typical 
to the Noh pattern in forming the climax of the play. Indeed 
it is this dance that decides the fate of these two questers 
in the sense that if thoy overcome it they would be vlctorljous. 
28. Ibid. 
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This i s why these dancers have been c a l l e d by the younq 
man as ' t h a t a l l o the r s b l e s s . ' In fac t only having over-
come them can a man a t t a i n higher s t a t u r e in l i f e . This 
dance l u l l s the o ld man to s leep and produces i t s e f fec t 
on the young man also as the f i r s t musician t e l l s us -
The madness has l a i d upon him now. 
For the grows pale and s taggers to h i s fee t .29 
Then we see the young man pursuing the b i r d . In the meantime, 
the musicians t e l l us tha t water splashed and went back. 
Now we are to ld tha t the guardian has l e f t , and the young 
man drops h i s spear as i f in a dream. The chorus descr ibes 
t h i s f a i l u r e as follows : 
He has l o s t what may not be found 
T i l l men heap h i s burial-mound.^0 
Then the old man la shown 'c reeping up to the wel l ' 
and in h i s speech curses the dancers for deluding and chea-
t i n g him throughout h i s li£«^. Thin sens© in conveyed by 
the young man also : "She has f led from me and hidden in 
31 the rocks . " The Musicians cry 'Aoife I ' 'Aoife 1' and 
s t r i k e a gang. Here by mentioning 'Aoife ' Yeats seems to 
29. I b i d . , p . 217. 
30. I b id . 
31» I b i d . , p . 218. 
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be re fe r r ing to the "Red Branch cycle of s t o r i e s t h a t 
n a r r a t e how Cuchulain a f t e r h i s b e t r o t h a l to Emer, goes 
to Scotland. There he undergoes a t r a i n i n g in anrs under 
Queen Scathach, who sends him to make war on Aoife, a 
neighbouring queen, Cuchulain defeats her and makes love 
with her on the b a t t l e f i e l d and even begets a son on her , 
Emer driven by her tjealousy at Cuchulain* s f a i t h l e s s n e s s 
commands h i s son to go and k i l l h i s f a t h e r . But he himself 
becomes the vict im, though Cuchulain was ignorant of the 
32 fac t t h a t he was h i s own son," This s tory i s c e n t r a l to 
h i s p lay . On the S t rands , The old man, too, in the l i n e s 
"She has roused up the f i e r ce women of the h i l l s , Aoife, 
33 and a l l her t roops , to take your l i f e , " re fe rs to the 
v i n d i c t i v e Sidho, determined to take Cuchulain*s l i f e for 
h i s pas t cr ime. So Sidhe here i s a kind of d is turbance of 
conscience for Cuchulain as she n e i t h e r l e t s him l i v e 
happily in his worldly l i f e nor does she l e t him again 
immortal i ty by drinking the water of t h i s we l l . This sub t l e 
fusion of the s tory from the Red Branch Cycle and the theme 
of the play make the p l a y ' s thematic s t r u c t u r e more complex 
32. See A Norman JefEeras and A.S. Knowland, e d s . , 
A Commentary on the Col lec ted Flays of W,B, Yeats, 
p , 93 , 
33. Yeats, The Col lec ted Plays, p . 218, 
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by b r i n g i n g i n t h e i d e a s o f c o n s c i e n c e , b e t r a y a l and 
r e v e n g e . T h i s makes t h e young q u e s t e r ' s t a s k t r u l y e o r m l -
d a b l e . The young m a n ' s h e r o i s m and £i rm d e t e r m i n a t i o n a r e 
t o b e b r o u g h t i n t o a s h a r p r e l i e v e t h r o u g h t l i l s s u g g e s t e d 
c o m p l e x i t y i n t h e t h e m e . But t h e young man i n s t e a d o f 
r u n n i n g away, a s s u g g e s t e d by t h e o l d man, d e t e r m i n e s t o 
34 
s t a y , s a y i n g " I w i l l f a c e t h e m . " He g o e s away now, no 
l o n g e r a s i f t r a n c e d , b u t s h o u l d e r i n g h i s s p e a r and a n n o u n -
c i n g h i s coming : 
35 He comes I C u c h u l a i n , son o f S a u l t i m , come i 
He re i n f a c i n g S i d h e he i s f a c i n g h i m s e l f . I t i s s e l f -
r e c k o n i n g a t t h e s i n o r wrong c o m m i t t e d by him i n t h e p a s t 
w h i c h he was i g n o r a n t o f . So h u r d l e s a r e , i n f a c t , i n t e r n a l , 
o f c o n s c i n e c e , s i n and g u i l t . Man ' s d e t e r m i n a t i o n t o p u r s u e 
t h e shadow may a p p e a r f o o l i s h f o r few p e o p l e , b u t f o r a 
t m e q u e s t e r i t i s t h e r i g h t wisdom. So t h e domina n t i d e a 
p u t f o r t h i s a b s t r a c t t h o u g h t , i . e . , s o u l ' s q u e s t f o r 
i m m o r t a l i t y , t r a n s c e n d e n c e and s p i r i t u a l i t y . The d o m i n a n t 
mood, t h o u g h i t i s o f f a i l u r e , b u t i s n o t o f g i v i n g i n , 
r a t h e r p u r s u i n g . The p l a y r e m a i n s o p e n - e n d e d and i t i s n o t 
c o n c l u d e d a s a c o n v e n t i o n a l p l a y . But t h e c o n c l u d i n g q u e s t 
34, I b id . 
35. I b i d . 
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i s i t s e l f rewarding and worth pursuing though i t i s bound 
to be bese t with s t rugg le and a t tendant f r u s t r a t i o n s . The 
following l i n e s from the song for the folding and unfolding 
of the c l o t h : 
0 Lamentable shadows. 
Obscurity of s t r i f e ! 
1 choose a p leasant l i f e 
Among indolent meadows; 
Wisdom must l i v e a b i t t e r l i f e . 35 
i s by way of the conclusion of the p lay . In fac t , the very 
s to ry i s abs t r ac t with no well-made p l o t . Here i s a fusion 
o£ music, ac t ion , dance and symbols, a l l giving a un i f i ed 
impression l i k e a flame which Yeats des i red to achieve in 
drama throughout h i s c a r e e r . C r i t i c s have i n t e r p r e t e d the 
play va r ious ly . As Dennis Donogue says tha t " I t i s an 
impulse to transcend one of the grea t l i m i t a t i o n s of the 
n a t u r a l world. For t h i s purpose the play includes in a 
t r a d i t i o n a l roinantlc quest ."" He again says t ha t the play 
revolves round the l i n e s : 
3 6. Ibi_d., p . 219. 
37. Dennis Donoghue, The .Third Vo^ ij::e ;, _Mqdern ^Brit ish 
D^jd American Verse prama fN*. J; Princeton TJnTversity 
Press,- 1959) , -p .~50r 
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He who d r i n k s , t h e y s a y , 
38 
o e t h a t m i r a c u l o u s w a t e r l i v e s f ro rever . 
Bu t t h e r e i s c o n t r o v e r s y r e g a r d i n g t h e f a t e of C u c h u l a i n , 
w h e t h e r he won o r f a i l e d . F o r some c r i t i c s t h e p l a y d r a m a -
t i z e s t h e f a i l u r e o f t h e C u c h u l a l n and t h e o l d man. F o r 
e x a m p l e , Ure P e t e r s a y s t h a t t h e p l a y i s " a t r a g e d y o f 
h e r t s i c c i r c u m s t a n c e s . I t i s a b o u t t h e c o u r a g e w i t h o u t wh ich 
t h e r e c a n b e no h e r o i c d e s i r e , b u t wh ich i s made t h e means 
39 t o t h w a r t i t . " Raj an t o o c a l l s t h e p l a y " a t a u t b r i e f 
s t u d y o f Anatomy o f f a i l u r e . The w o r l d i n which i t moves i s 
a k i n t o t h a t o f W a s t e l a n d . Whi le o l d man i s d e f e a t e d t h r o u g h 
40 h i s p r u d e n c e C u c h u l a i n t h r o u g h h i s c o u r a g e . " C h a t u r v e d i 
h o l d s t h a t " t h o u g h i t s h e r o r e p r e s e n t s h e r o i c c o u r a g e i t 
41 i s d e f e a t e d from i t s aim and t h u s f r u s t r a t e d . " So by and 
l a r g e t h e p l a y h a s been i n t e r p r e t e d i n t e r m s of f a i l u r e . 
But what Y e a t s a c t u a l l y w a n t s t o s a y i s t h a t d e f e a t 
i s i n e v i t a b l e i n s t r u g g l e f o r h i g h e r l i f e . I t i s t h i s d e f e a t 
3 8 . W.B. Y e a t s , The C o l l e c t e d P l a y s , p . 2 1 2 . 
3 9 . Ure P e t e r , Y e a t s t h e P l a y w r i g h t , p . 7 0 . 
4 0 . B . R a j a n , W.B._Yea t s t A C r i t i c a l I n t r o d u c t i o n 
(London : H u t c h i n s o n U n i v e r s i t y L i b r a r y , 1965) , 
p p . 9 4 - 8 . 
4 1 . B .N. C h a t u r v e d i , E n g l i s h P o e t i c Drama o f t h e 
Twenti^eth C e n t u r y . p . 7 2 " " ~ " ~ 
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t h a t makes C u c h u l a l n h e r o i c , as h e , a E t e r t h i s becomes a l l 
t h e moro c o u r a g o o u s , and f i rm In h i s d e t e r m i n a t i o n t o trace 
t h e hawk. P r o f e s s o r M l s r a s a y s t h a t " C u c h u l a i n a s s e r t s 
h i s s e l f more o b d u r a t e l y , and r e t r a c e s h i s s t e p s i n t h e 
42 
s e n s e o f ' d o i n g and s u f f e r i n g ' wh ich i s c a l l e d t h e w o r l d . " 
U r e Ir 'e ter t o o s a y s t h a t "The p l a y e n d s , a s do 2,?.4.E'A?!S. 
and The Hem* s Egg, i n an a s s e r t i o n o f I d e n t i t y , and o f 
h e r o i c Name, a s C u c h u l a l n l e a v e s t h e s t a g e s h o u l d e r i n g h i s 
43 
s p e a r : 'He comes '. C u c h u l a l n son o f S a u l t l m , c o m e s . ' " 
As i t i s c l e a r from t h e a s s o r t e d c r i t i c a l o p i n i o n s 
g i v e n above At t h e Hawk's Well d r a m a t i z e s t h e theme o f 
q u e s t . But w h e t h e r t h e q u e s t e r h a s f a i l e d i s l e f t d e l i b e -
r a t e l y ambiguous b e c a u s e Y e a t s h e r e i s n o t f o l l o w i n g a 
c o n v e n t i o n a l d r a m a t i c s t r u c t u r e . He i s r a t h e r I n t e r e s t e d 
i n p r e s e n t i n g an I n t e n s e moment i n t h e i n t e l l e c t u a l and 
s p i r i t u a l domain of t h e h e r o ' s l i f e . The h e r o r e m a i n s 
d e t e r m i n e d t o p u r s u e h i s q u e s t and c o n q u e r t h e h u r d l e s b o t h 
e x t e r n a l a s w e l l a s i n t e r n a l . T h i s c o r r e s p o n d s t o Y e a t s ' s 
c o n c e p t o f ' T r a g i c e c s t a s y ' i . e . , t h e moment when t h e h e r o 
t r a n s c e n d s h i s l i m i t s and o v e r r i d e s h i s d e f e a t . What we 
42, K.S, Mlsra, Twentieth Century English Foetic Drama 
^ Revaluation (New Delhi, Vlkas Publishing HoiIaeT" 
198 i n p . 3 6. 
43 . Ure Peter , Yeats the Playwright, p , 7 2. 
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n o t i c e i s t h a t though Yeat3 had d^clarf><i hi.*? r1r»ti'^ rmtned 
adherence to Noh dramatic technique, he has used in a very 
a r t i s t i c manner s e l e c t i v e devices of conventional drama-
turgy as wel l . Thus as the above ana lys is shows the play 
r equ i res higher imaginat ive audience. This i s why these 
plays were c a l l e d A r i s t o c r a t i c and d i s t ingu i shed . 
CHAPTER I I I 
The Only Jealousy of Emer 
The Only Jealousy o€ Emer (1919) l i k e At the HawX's Well 
dea l s with the Cuchulain group of I r i s h sage. I t i s based 
on the I r i s h Saga of 'The Sickbed of Cuchulain . ' R-Jersby'a 
following account of the saga deserves an e labora te quoting 
to get a complete p i c t u r e of Yea t s ' s source mater ia l : 
At Samhain - I s t November - the Ulstermen had 
gathered for t h e i r usual g rea t fes t iva l^ when 
suddenly a g rea t flock of wonderful b i rd s 
s e t t l e d on the lake inf<ront of them. All the 
women and above a l l , Bithne Inquba, Cuchulatn 's 
wife, wanted these b i rd s to be given to them. 
Cuchulain was asked to go and catch the b i r d s . 
One woman alone did not get any b i rd at a l l , 
Cuchula in ' s wife. Proudly she declared tha t 
t h i s negl4jgence meant nothing to her, because, 
whi l s t a l l the o the r wives were in love with 
Cuchulain, she alone loved her own husband, 
Cuchulain. After a while the re came two 
beau t i fu l b i r d s , l inked toge ther by a golden 
cha in . In s p i t e of h i s wi fe ' s warning not to 
d i s t u rb these b i r d s , Cuchulain could not be 
prevented Erom going out hunting them. For 
the f i r s t time in h i s l i f e Cuchulain, so noted 
for t h i s sk i l fu lnes s with the s l i ng , missed the 
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mirV. )^ownha-^ r^ .O'^  hn lr»«norl nqnlnst n ntono 
p i l l a r and Cell as leep . In a dreairi ho saw two 
wown^ 'W, one in green, the o the r in purple 
c i c i k , who, both smil ing, beat him hard with 
t h e i r horsewhips. He Eelt as i f half dead, 
and when he woke up, he could not t e l l what 
had happened, but he forbade the Ulstermen to 
car ry him to Dundealgen, where Smer, h is wife, 
was. He remained i l l for a whole year . The 
day before the next Samhain, when the chief 
U l s t e r heroes and Eithne Inquba were s i t t i n g 
there round h i s bed, a man came and sa t 
beside h is bed, singing about Fand and her 
world. After having revealed tha t he was 
Aengus Mac Aeda Abrot and tha t Pand, the Queon 
of the Sidhe, intended to send her s i s t e r to 
Cuchulain as a messenger, he disappeared, a 
being from the otherworld. The whole thing 
ended by Cuchula in ' s going to the otherworld, 
where he spent a month with Pand. When he 
l e f t , they agreed to meet again a f t e r some-
t ime. Then Cuchulain sent Laeg, h is c h a r i o -
t e e r , who had been with him, to Emer h is wife, 
to t e l l her tha t the f a i r i e s had put t h e i r 
spe l l on him. Emer came with f i f ty women to 
Pand's and Cuchula in ' s meeting-place armed 
with" '. • knives to k i l l Pand. Cuchulain t o l d 
Fand he would defend her, and thf^n ho and Emer 
s t a r t e d a b a t t l e of words in which Emer blamed 
Cuchulain for s l i g h t i n g her . Cuchulain answered 
tha t he would always love her . But he did not 
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understand why she would not l e t him for some-
tlrre enjoy the company of a woman tha t had so 
many advantages as Fand. Then Pand became 
jus t as much af ra id of los ing Guchulain as Bmsr 
was, and she bade him go with h is wife. Fand*s 
deser ted husband Manannan Mac L l r came and 
saved her out of her P l i g h t . Then a drink of 
forget fulness was given to him as well as to 
Emor. For addi t iona l s e c u r i t y , Manannan nlno 
shook h i s cloak between Pand and Guchulain, to 
make them never meet again.^ 
The play dramatizes t h i s myth. But Yeats has omitted f i r s t 
half of the Saga, s ince he conceived of i t s act ion as suc-
ceeding upon the death of Guchulain in On JB al 1 * s St ran d. 
Emer, a main cha rac t e r of The Only Jealousy of Emer, con-
forms to the fac t t ha t i t s action takes place at sometime 
a f t e r the events of On Bai1 * s Strand, t ha t dramatizes 
Guchula in ' s death while f ight ing the sea waves out of the 
deep sorrow of having k i l l e d h i s own son ignoran t ly . In 
the present play we see Emer and Eithne Inquba, Guchulain 's 
wife and mis t r e s s r e spec t ive ly , as a t tending upon h i s dead 
body ly ing on the sea shore . Both are t ry ing to bring his 
soul back from Sidhe who has possessed i t a t the moment. 
1. B r i g i t , Bjersby, The I n t e r p r e t a t i o n of Guchulain 
Legend in the Works of W.B. Yeats (Upasala, 1950), 
pp. 45-6. 
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TJldhQ hno been pronented m a dnncor nnd an r»vll n p l r l t 
or a supernatura l power, as in the previous p lay . In t h i s 
attempt to got bold ot Cuchulaln 'o noul Emor mk^ Elthn'i 
Inquba to cry out h i s name, be l i ev ing , as suggested by her 
t h a t he might respond to i t . She even appeals to her to 
2 
" ca l l out dear s ec r e t s t i l l you have touched h is h e a r t . " 
b'urther she asks Eithne Inquba to k i s s h is l i p s so tViat 
the pressure and warmth of her mouth could reach him. After 
t h i s B r l c ru l , the 'maker of discords* among Gods and men, 
comes in the f igure of Cuchulain and puts the condi t ion tha t 
i f Emer gives up and renounces the hope of possessing her 
husband, he may be revived. Emer refuses to do so crying : 
I have but two joyous thoughts , two th ings 
I p r i z e , 
A hope, a memory, and now you claim tha t hope.-^ 
Soon Pand, the r ep resen ta t ive of the women of Sidhe, comes 
who, as Cuchula in ' s f igure t e l l s u s , s tands for those who 
4 
"are dexterous f i she r s and they f i sh for men." Hearing 
t h i s , and seeing Fand ( B r i c r t u ' s enemy) drawing the Ghost 
of Cuchulain away in to the l i f e of immortal and inhuman 
2. W.B, Yeats, Col lec ted Plays. p . 28 5. 
3« I b i d . , p . 289. 
4 . I b i d . , p . 290. 
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C' 
love , Emer c r i e s out as the Ghost i s about to y ie ld : I 
V5 
renounce Cuchulain 's love for Emer. Immediately, Smer 
t e l l s t h a t the Ghost o£ Cuchulain has woken up c a l l i n g 
Eithne Inquba, not Emer. Thus here we simply see t ha t a 
s to ry of s a c r i f i c e on the pa r t of a wife for the sake of 
her husband has been dramatized. 
The b r i e f na r ra t ion of the s tory shows the bas ic 
conventional technique of present ing a p l o t . But as in the 
preceding play, so here , too, the Noh elements have been 
d e l i b e r a t e l y used to present the above s tory in a way t h a t 
i t i s s a t i s fy ing both i n t e l l e c t u a l l y as well as emotional ly. 
The play opens with the folding and unfolding of c lo th along 
with the Musician 's song typ ica l to the Noh p l ays . Like 
the preceding play here also the Musician 's act both as 
chorus as well as the a c t o r s . The song begins with a 
comment on the beauty of a woman, which i s compared with a 
white f r a i l b i r d and white sea b i r d which i s lonely at a 
day break a f t e r a stormy n i g h t . The Musicians; c a l l i t : 
A s t range , unserviceable th ing , 
A f r a g i l e , e x q u i s i t e , pale s h e l l . ^ 
5. I b i d . , p . 294. 
6« I-bid., p . 281. 
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The i n i t i a l choric commentary by the Musicians poin ts to 
the t r a g i c element which the play unfolds during the course 
of i t s development. The b i rd imagery i s an ominous po in t e r 
to Emer*s t r a g i c predicament. 
The s tage d i r ec t ion i s s im i l a r to tha t of. At the 
Hawk's Well : "Musicians are dressed and made up as in 
At the Hawk* s Well« They have the same musical instiruments, 
which can e i t h e r be already upon the s tage o r be brought in 
by the f i r s t Musician before he s tands in the cen t re with 
the c l o t h between h i s hands, o r by a p layer when the c l o t h 
has been unfolded. The s tage , as before , can be aga ins t 
the wall of any room, and the same black c l o t h can be used 
as in At the Hawk's Well."^ 
As already s t a t e d , we see t h a t the s tage here , as 
in preceding play, i s devoid of a l l such props as we find 
in a n a t u r a l i s t i c s t age . After t h i s comment on the beauty 
of woman by the chorus, we see on one s ide of the s tage 
"a man in h i s g rave -c lo thes , wearing a heroic mask. Another 
man with exact ly s imi l a r c lo thes and mask crouches near the 
p f ron t . Emer i s s i t t i n g beside the bed." Here in these 
7« I b i d . , p . 281. 
8 ' I b i d . , p . 282. 
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four, Irlve l lnea th ree cha rac t e r s have been mentioned and 
shown though no d e t a i l s have been given about them. This 
lo Collowod by tho Elrnt MunlcInn's rjr'3''!!''^ h i 
I c a l l before the eyes a roof: 
With cross-beains darkened by cmoke; 
A f i s h e r ' s ne t hangs from a beam, 
A long oar l i a s agains t the wa l l . 
I c a l l up a poor f i s h e r ' s house; 
A man l i e s dead or swooning, 
That amorous man. . . renowned Cuchulaln, 
Queen Smer a t h i s s ide .^ 
In these e igh t l i n e s we are given the loca le of f i she r 
man's house in which a man c a l l e d Cuchulaln l i e s dead, 
at tended upon by Emer, h i s queen. This shor t speech i n t r o -
duces us to two major cha rac t e r s re fe r red to e a r l i e r : the 
'man in g rave -c lo thes ' now named as Cuchulaln and Emer h is 
queen. The in t roduc tory anonymity of the cha rac t e r s i s 
in keeping with the Noh device of o b s t r a c t i o n . In a charac-
t e r i s t i c a l l y Noh manner, the cha rac t e r s are introduced not 
d i r e c t l y but through a choirus. In the remaining l i n e s of 
the speech we are introduced to Eithne Inquba, Who i s 
descr ibed as Cuchula ln ' s m i s t r e s s . The following l i n e s 
descr ibe the loca le of the house which also foreshadow the 
9« I b i d . , pp. 282-3. 
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sad events to come : 
Beyond tha open door tho b l t t a r oea. 
The shining, b i t t e r sea, i s crying ou t . 10 
After t h i s Emer appears on the stage in person and in her 
f i r s t speech i n v i t e s Eithne Inquba to s i t beside the bed, 
without any fea r . Then wo have a conversat ion between 
these two a t t endan t s , from which we come to know t h a t Emer 
does not be l i eve Cuchulain to be dead, for "the very 
heavens, when tha t days at hand, So t h a t h i s death may not 
lack ceremony, wi l l throw out f i r e s , and the ea r th grow 
red with blood," Emer in her next speech n a r r a t e s to 
Eithne Inquba how Cuchulain has come to t h i s condit ion : 
Towards noon in the assembly of the Kings 
He met with one who seemed a while most dear . 
The Kings stood round; some quarre l was blown up 
He drtjve him out and k i l l e d him on the shore 
At B a i l ' s t r e e , and he who was so k i l l e d 
Was h i s own son begot on some wild woman 
When he was young, or so I have heard i t sa id; 
And thereupon, knowing what man he had k i l l e d . 
And being man with sorrow, he ran out; 
And a f t e r , to h i s middle in tho foam. 
With sh i e ld before him and with sword in hand, 
1^* I b i d . , p . 28 3. 
11 . I b i d . , pp. 283-4. 
72 
He fought the dea th less s e a . . . 
Unt i l the water had swept over him; 
But the wavefj washed hl-^ nr»nFnil'?»'n Imnqrj up 
And l a i d i t a t t h i s door. 12 
The above l i n e s are an example of Yea ts ' s highly dramatic 
use of the n a r r a t i v e technique in h i s p lay . I n s p i t e of the 
convincing and unambiguous n a r r a t i v e of Emer quoted above, 
Emer p e r s i s t s in her e a r l i e r be l i e f t h a t her husband i s not 
dead and suspects tha t some supernatura l conspiracy has been 
employed. She says : 
An image has been put i n to h i s p lace , 
A sea-borne log bewitched i n to h i s l i keness . ^3 
Eithne Inquba, who i s convinced of the s tory Emer has na r ra ted 
about Cuchulain, now suggests a device to bring back Cuchula in ' s 
sou l . She asks Emer to ciry out h i s name in the be l i e f t h a t : 
All t ha t are taken from our s igh t , they say. 
Lo i t e r amid the scenery of t h e i r l i v e s 
For ce r t a in hours o r days, and should he hear 
He might, being angry, dr ive the changeling o u t . l ^ 
Emer on the o the r hand asks Eithne Inquba to cry out s ince her 
voice i s so sweet and en t i c ing to him t h a t he cannot help but 
12. I b i ^ . , p . 284. 
13. I b i d . , pp. 284-5. 
14. Ibid. . , p . 285. 
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l i s t e n . Eithna Inquba says t ha t love of the women l i k e her 
does not l a s t long : 
Women l i k e me^  the v io l en t hour passed over . 
Are flung i n t o some c o m e r l i k e old n u t - s h e l l s . 1^ 
Now Emer f i r s t plans to throw new logs upon the hear th and 
s t i r these ha l f -burn t logs t i l l they produce f i r e as a 
device of f r ightening o ld Manannan's unbr id led horses with 
t h e i r horsemen be l iev ing tha t t " a l l the enchantments of 
the dreaming foam/Dread the h e a r t h - f i r e . " 
As the s tory progresses , we are shown Emer moving 
her hands to convey the sense of pu t t ing logs on the f i r e 
and s t i r r i n g i t i n t o a b l a z a . Here ges tu re i s used as a 
s u b s t i t u t e for props o r a c t i ons . Throughout these ges tu res 
the playing of drum, f l u t e continue to heighten the dramatic 
e f f e c t . 
When her exerc i s ing t r i c k does not seem to work, 
Emer requests Eithne Inquba to u t t e r s e c r e t s t ha t might 
touch the hear t of Cuchulain, Eithne Inquba obeys her . But, 
seeing no progress in t h i s e i t h e r , Emer asks her to k i s s the 
image of Cuchulain and says : 
15. I b i d . 
16. Ib i . d . , p . 286. 
74 
The prsssure of your mouth upon h i s mouth 
May reach htm where ho l a . ^ ' 
After t h i s , a s l i g h t development in the s tory Is no t iceab le 
when Eithne, having klsaod th«u itiiag-n, revonln th.it Cuchnlnln 
i s in the possession of some ev i l s p i r i t t ha t dr ied her hear t 
as she touched h i s l i p s . Here we are being prepared for the 
en t ry of one more c h a r a c t e r I d e n t i f i e d as some ev i l s p i r i t . 
Immediately, Emer t e l l s us t h a t by the pressure of Eithne 
Inquba '3 l i p s Cuchulain has thrown t h i s changeling away. 
Now when Emer asks about h i s whereabouts t h i s f igure of 
Cuchulain comes on the s tage and d i r e c t l y t e l l s us t h a t he 
i s Br ic ru i "Maker of the discords among Gods and men, c a l l e d 
Br ic ru i of the Sidhe."^® So l i k e the Cuchulain of At the 
Hawk*,3 .W'a.l.l. Br icrui personal ly gives us a l l the d e t a i l s of 
h i s own c h a r a c t e r . In the conversat ion t h a t follows between 
him and Emer, we come to know tha t he has got supernatura l 
powers. As Emer says : 
You people of the wind 
Are fu l l of ly ing speech and mockery.^^ 
Then we are t o l d t h a t he has come to en t e r in to a t r e a t y 
17. Ibid.-* p . 287, 
18 . . • ' Ib id . 
19. I b i d . , p . 288. 
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with Emer. According to this treaty Emer has to pay a 
price to attain the release of Cuchulain from him. The 
price demanded by him is that Emer must give up the hope 
that "some day aho will bo th« apple of his eyes agiin."' 
Emer blames him for exploiting her. She refuses to do so 
saying : 
I have but two joyous thoughts, two things 
I prize, 
A hope, a memory, and now you claim tha t hope.21 
Br ic ru i warns Emer tha t i f she does not agree to h i s proposal 
Cuchulain would die of wounds and t o i l s in the company of 
some s t range women. So hare one more cha rac te r has been 
h in ted at but not i d e n t i f i e d , l i k e what happens in a con-
vent ional play Cor the sake of c u r i o s i t y and suspense. 
After t h i s Br ic ru i makes Emer see Cuchulain by d i s -
solving tVe dark t h a t had hidden Cuchulain from her but iretatns' the 
darkness t ha t hides Emer from Cuchulain. Seeing Cuchulain 
crouching, Emer c r i e s out , 'My husband. ' Br icrui t e l l s 
her t ha t Cuchulain i s a mere phantom, unable to hear any 
c r i e s ; he can only dream. Further , Br icru i says t ha t in 
h i s dream though he assumed h i s f ami l i a r shape, yet he 
20. I b i d . 
21- I b i d . , p . 289. 
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c r o u c h e s , knowing n o t h i n g of h i s e x i s t e n c e . Then t h e 
woman of S i d h e i s showing e n t e r i n g and s t a n d i n g a l i t t l e 
i n s i d e t h e d o o r . Thus we s e e t h a t a s t r a n g e Woman m e n t i o n e d 
e a r l i e r i s now i d e n t i f i e d as Woman of 3 i d h e , t h e one we 
saw i n t h e p r e c e d i n g p l a y . A d e t a i l e d a c c o u n t of h e r c h a -
r a c t e r i s r e v e a l e d t o u s i n t h e c o n v e r s a t i o n t h a t f o l l o w s 
b e t w e e n B r i c r u i and Emer, B r i c r u i , f o r e x a m p l e , t e l l s u s : 
She h a s h u r r i e d from t h e c o u n t r y - u n d e r - w a v e 
And d reamed h e r s e l f i n t h a t s h a p e t h a t he 
May g l i t t e r i n h e r b a s k e t ; f o r t h e S i d h e 
22 Are d e x t e r i o u s f i s h e r s and t h e y f i s h f o r men. 
Emer g o e s on t o s t a t e : 
They f i n d o u r men a s l e e p , weary w i t h w a r . 
Lap them i n c l o u d y h a i r o r k i s s t h e i r l i p s ; 
Our men awake i n i g n o r a n c e of i t a l l . 
But when we t a k e them i n o u r arms a t n i g h t 
We c a n n o t b r e a k t h e i r s o l i t u d e , ^ 3 
An i n t h o p r n o e d i n g p l - iy , h ^ r o nl no Wonnn of- 3i<\)\i'i hnn 
b e e n a s s o c i a t e d w i t h e v i l as an e n c h a n t e r e s s of men. Here 
a l s o s h e i s p o s s e s s e d , and "No k n i f e can wound t h a t body 
o f a i r . " ^ ^ 
2 2 . I b i d . . p . 2 9 0 . 
2 3 . I b i d . 
2 4 . I b i d . , p . 2 9 1 . 
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After t h i s wa see Woman of Sidhe dancing round the 
crouching Cuchulain. Her movements are accompanied by the 
sound of the f l u t e , s t r i n g and drum. In order to make her 
look mora l i k e an idol than a human being, hnr maak and 
c lo thes are so made t h a t they suggest gold, bronze, s i l v e r 
or b r a s s . Then we f ind Cuchulain . inqui r ing about t h i s woman 
of Sidhe, and soon he remembers and says : 
Old memories : A woman in her happy youth 
Before her man had broken t r o t h . 
Dead men and women. Memories 
Have pul led my head upon my knees.25 
Again he reminisces : 
I know you now, for long ago 
I met you on a cloudy h i l l 
Beside old t h o r n - t r e e s and we l l . 
A woman danced and a hawk Clew, 
I held out arms and hands; but you. 
That now seem f r iendly , f led away. 
Half woman and half b i rd of prey.2 6 
Cuchulain, too, confirms t h a t she i s the same Woman of 
Sidhe as in the preceding p lay . Here Cuchulain also seems 
to r e a l i z e tha t she i s a chea te r who has already cheated him 
25. I b i d . 
26. I b i d . , p . 292. 
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in the precofilng p lay . This ©ntablinhod by tlrs l i n e s 
quoted above. This i s also evident when he says t ha t now 
he i s no longer t ha t young and pass ionate man as he was in 
the e a r l i e r pl.^y. Though Woman o£ Gldho var iously luroa 
him to k i s s her , but , as in the e a r l i e r , as soon as he i s 
about to k i s s her, he overromes t h i s temptation and tu rns 
away crying : 'O'Emer, Emer.' But again she t r i e s to l u r e 
him away from Emer : 
Being among the dead you love her 
That valued every a lu t above her 
While you s t i l l l ived.27 
Thus provoked, we see Cuchulain asking for the mouth of 
Woman of Sidhe to k i s s her and gets ready to follow her . 
At t h i s very moment when Cuchulain seems to y ie ld to Woman 
of Sidhe, Br icru i asks Emer to make has te in crying out 
t h a t she renounces Cuchula in ' s love forever. He even tempts 
her saying tha t he i s Pand*s enemy ( Fand i s name of woman 
of Sidhe here ) and has come to thwart her wi l l and says I 
"Renounce him, and her power i s at an end."28 Seeing 
Cuchulain ready to go with Fand, Emer eventual ly announces, 
"I renounce Cuchulain 's love for ever."29 
27. Ibid., p. 293. 
2B. Ibid., p. 294. 
29. Ibid, 
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As soon as Emer announces t h i s , we see Br ic ru i 
s inking back upon the bed. And Emer t o l l s us tha t Cuchulatn 
has awakened. Cuchulain awakens and addresses Eithne Inquba, 
not Emer who has brought him back to l i f e . Then the f i r s t 
Musician i s seen on the s tage , and unfolds the c l o t h e s . They 
again sing a song while doing so, wherein they make general 
comments on the b i t t e r rewards o£ love : 
O b i t t e r r eward . . . 
He t h a t has loved the bes t 
May turn from a s t a tue 
His too human b r e a s t . 30 
However t h i s l a s t song has been ver iously i n t e r p r e t e d . 
Nathan i n t e r p r e t s i t as " an t i - s t rophe , so to speak, to the 
p l a y ' s opening song, which was devoted to introduce the 
beau t i fu l Eithne Inquba — As Inquba, at one extreme form 
of woman, receives the musicians* f i r s t t r i b u t e , so Pand, 
31 at the o t h e r extreme, receives t h e i r l a s t . " According to 
Herald Bloom " t h i s song expresses Fand' s b i t t e r gr ief and 
32 Yeats*s acute sense of h is v i s i o n ' s l i m i t a t i o n s . " But 
simply speaking the song re fers to the b i t t e r rewards of 
l ove . 
30. IJbid., p . 295. 
31 . Leonard, G. Nathan, The Tragic Drama of w.B. Yeatn 
(New York: Columbia Press , 19 65), p . 23P. 
32. Herald Bloom, Yeats (London: Univers i ty I r e s s , 1970), 
pp. 298-30 6. 
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We see t h a t the theme of the play i s an act of s a c r i -
f i ce on the pa r t of a woman to save her husband from ev i l 
s p i r i t s . But she herse l f chooses t h i s , thus r i s e s above 
pe t ty jea lousy . So l i k e Countess Gathleen, Emer makes se l f -
s a c r i f i c e in the sense t ha t she has to give up love for the 
sake of love . This i s undoubtedly an i ron i c s i t u a t i o n . 
Ure Peter i n t e r p r e t e s t h i s act of s e l f - s a c r i f i c e d i f f e r e n t l y , 
c a l l i n g her deed ' s e l f - d e l i g h t i n g ' and ' s e l f - a f f r i g h t i n g . ' 
He holds t h a t "Emer*s heroic deed, l i k e Cuchulain 's in 
At the Hawk's Well, i s an asser t ion of her i d e n t i t y , of her 
name as loving wife, and her only reward, l i k e D e i r d r e ' s , 
i s t h a t the long-remembering harpers sha l l have mat ter for 
t h e i r song." Peter goas en to say tha t a loving wife must 
act no; for tha t Is tho ground of hor be ing . But ho says 
t h a t her act i s d e l i b e r a t e . She knows the r e s u l t s and 
chooses t h i s dest iny on her own. She does not , as Cuchulain 
in the previous play does, dare the curse as par t of the 
adventure, but chooses to be cursed. So none of her ac t s 
i s committed in ignorance. Though bargain i s present , but 
her assent to i t i s i n t e n t i o n a l , 
Ashley Mylns intf jrpretes the play in terms o(! Yea t s ' s 
33. Ure Peter , Yeats the Playwright, p . 74. 
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p h i l o s o p h y of s e l f and a n t i - s e l f . A c c o r d i n g t o t h i s e v e r y -
o n e h a s tv/o s e l v e s : what we r e a l l y a r e and what we p r e t e n d 
t o b e . The r e a l i t y l i e s i n t h e i n t e r a c t i o n b e t w e e n t h e 
t w o . "We u s e o u r r e a l s e l v e s by c e r t a i n s c r e e n s wh ich 
we w i s h t o p u t u p b e f o r e o t h e r s . The ' s h o w - o f f s c r e e n s 
a r e t h e Masks . To show t h i s c l a s h o f t h e s e l f and a n t i -
s e l f ^ Y e a t s h a s summoned u p t h e h e l p of d r a m a t i c i r o n y . I t 
i s i n a c c o r d a n c e w i t h h i s d o c t r i n e of t h e i r o n i c a l c l a s h 
w i t h i n o n e s e l f t h a t we a r e shown C u c h u l a i n ' s f a i t h l e s s 
34 
s e l f e x i s t i n g a l o n g s i d e h i s own a n t i - s e l f f i d e l i t y . " 
But c o - e x i s t i n g w i t h t h i s theme o f s e l f - s a c r i f i c e i s 
Y e a t s ' s c o n c e p t r e g a r d i n g woman 's b e a u t y . Y e a t s h i m s e l f 
a d m i t s t h a t he h a s f i l l e d t h e p l a y w i t h " t h o s e l i t t l e known 
c o n v i c t i o n s abou t t h e n a t u r e and h i s t o r y of a woman 's b e a u t y , " 
35 
w h i c h R o b o r t e s found i n t h e Speculum_ of G y r a l d u s . In 
f a c t t h e o p e n i n g song b e g i n s w i t h t h e comment on t h e b e a u t y 
of woman. But a f t e r t h i s t h e p l a y i s t o t a l l y d e v o t e d t o t h e 
theme o f s e l f - s a c r i f i c e . Here F e t e r i s r i g h t i n h o l d i n g 
t h a t " t h e p l a y i s n o t a b o u t them, b u t a b o u t t h e a c t i n g - o u t 
of Erne r ' 3 d i l e m m a . . . , Although Y e a t s e n j o y e d b r i n g i n g i n t o t h e 
3 4 . A s h l e y M y l e s , T h e a t r e o f A r i s t o c r a c y ; A S tudy of 
Y e a t s As A D r a m a t i s t , p p . 8 2 - 3 . 
3 5 . W.B. Y e a t s , Four r i a y s f o r t h e D a n c e r s (London : 
M a c m i l l a n , 1921) , p." 105 , 
S2. 
play numerous echoes of the system, he had not much 
des i r e t ha t they should se r ious ly d i s t r a c t the audience 
from the business of h is s t age . The desc r ip t ions of Woman's 
o r Fand*s beauty in the terminology of the phases of the 
moon, which we find in the Musicians* songs, help to c r ea t e 
the c h i l l , l o f ty and a l l u s ive tone, which i s a thing in 
i t s e l f , c a r r i e d a l ive i n t o the hear t without need for g l o -
36 s s i n g . " Professor Mlsra, too, i n t e r p r e t i n g the play in 
terms d)f h i s philosophy in A Vision says t h a t "Woman of 
Sidhe belongs to the f i f t een th phase - of perfect ion - a 
symbol of e t e r n i t y . Cuchulatn to the twelf th phase ~ the 
heroes c rescen t , and c a n ' t reach her i 
Old memories 
A woman in her happy y o u t h . . . 
Memories have pul led my head upon my knees. 
So the loyal wife who re leases him binds h is soul again to 
t h r t w h e o l o f t l m ' i . . " jwlnglng of: hurn.in 1 L f«5 Vi(»twi^';n t t r i i ' i nnd 
37 
e t e r n i t y i s i t s rea l c o r e , " Rajan, too, says t h a t "once 
again we see the pa t te rn of f a i l u r e . But here the protago-
n i s t knows the p a t t e r n . Man cannot choose h is p a r t i c u l a r 
36. Ure Peter , Yeats „the PI ay wright, p . 75, 
3 7 . K . S . M l s r a , Tweiitl^eth C e n t u r y E n g l i s h r o e t i c Drama 
-^ -,^ ?.Y l^M.^ ,^ X.9-P- »~^p. 3 7 . 
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30 h a p p i n e s s b u t he can c h o o s e h i s p a r t i c u l a r u n h a p p i n e s s . " 
~ Ilowfjvor, d e s p i t e a l l t h i s c r L t I c l nrti, t h e C^ict t h r i t 
E m e r ' 3 a c t ot r e n o u n c i n g h e r lov^a f o r t h e s a k e of h e r h u s b a n d 
i s an a c t of supreme s a c r i f i c e c a n n o t b e d e n i e d . 
As r e g a r d s t h e t e c h n i q u e , t h e p l a y seems t o b e an 
a d v a n c e o v e r ' j^t ^ the Hawk*_3 Wel l ; b e c a u s e h e r e we h a v e a w e l l -
made s t o r y which d e v e l o p s g r a d u a l l y t h r o u g h n u s p e n n e and 
c u r i o s i t y . Here t h e p l a y h a s a t y p i c a l t r a g i c p a t t e r n : The 
P r o t a g o n i s t , Emer, i s f a c e d w i t h a d i l e m m a . But t h e d i lemma 
i s n o t p r e s e n t e d i n t h e c l a s s i c a l s t r u c t u r a l form a t t h e 
b e g i n n i n g of t h e p l a y . I t i s on t h e c o n t r a r y d e v e l o p e d i n 
t h e t r a d i t i o n of a w e l l - m a d e p l a y which Y e a t s d i s p a r a g e d s o 
v e h e m e n t l y . The d i lemma i s Emer*s c h o i c e be tween two s o l u -
t i o n s t o h e r p r e d i c a m e n t . Her c h o i c e and d e c i s i o n a r e h e r 
own. In v i ew o f h e r sup rame s a c r i f i c e sVie rl.se.o t o a t r u l y 
t r a g i c p a t t e r n and i n v i t e s o u r a d m i r a t i o n and t h e o t h e r 
t r a g i c o m o t l o n s of p i t y and f o a r . Doni i r j a , hor<i a l l t h o 
c h a r a c t e r s h a v e been g i v e n p a r t i c u l a r names and i d e n t i t y . 
Even Woman of S i d h e h a s b e e n i d e n t i f i e d by t h e name o f Fand , 
w h i l e i n t h e e a r l i e r p l a y no s u c h name was g i v e n t o h e r . 
T e c h n i c a l l y t h e p l a y i s c o n s i d e r e d " t o b e most i n t r i c a t e l y 
39 
p l o t t e d of t h e Y e a t s i a n Noh p l a y s . " 
38. B. Raj an, W.B. Yeats - A C r i t i c a l In t roduct ion , 
pp. 98-101. 
39. Ure Peter , Yeats the Playwright, p . 7 2. 
CHAPTraR IV 
The Dreaming of t h e Bones 
The p r e ami, nq ^qf: ,.t^«?.^ QqnfS3_ (1919) dlCEar.'j Crom tiv*. e n r l i o r 
two p l a y s In t h o s e n s e t h a t w h i l e t h o y a r e b a s e d on t h e 
C u c h u l a i n Myth, t o wh ich he was soon to oome back in CalvairY, 
h e r e he f i n d s a new s y s t e m i n a n o t h e r myth , t h a t oC t h e 
d r e a m i n g b a c k o f t h e d e a d . The p l a y h a s a f f i n i t y w i t h 
The Words Upon t h e Win^dow _Pane and P u r g a t o r y , t h a t a l s o 
d r a m a t i z e t h i s Myth . The ^^Dreaming _of ..the Bones was o s t e n -
s i b l y w r i t t e n i n k e e p i n g w i t h t h e n i e n l f e s t o o f t h e I r i s h 
D r a m a t i c Movement. The s t o r y h e r e i s t a k e n from I r i s h 
l e g e n d a r y h i s t o r y and h a s been b r o u g h t t o b e a r upon t h e 
c o n t e m p o r a r y p o l i t i c a l a c t i v i t i e s i n I r e l a n d . Y e a t s h i m s e l f 
s a y s : 
The c o n c e p t i o n o f t h e p l a y i s d e r i v e d from 
t h e w o r l d - w i d e b e l i e f t h a t t h e dead dream 
b a c k , f o r a c e r t a i n t i m e , t h r o u g h t h e more 
p e r s o n a l t h o u g h t and d e e d s of l i f e . The 
w i c k e d , a c c o r d i n g t o C o r n e l i u s A q r i p p a , dream 
t h e m s e l v e s t o b e consumed by f l a m e s and p r e -
s e n t e d by demons; and t h e r e i s p r e c i s e l y t h e 
same t h o u g h t i n a J a p a n e s e 'Noh* p l a y , where 
a s p i r i t , a d v i s e d by a Budhl.ot I'rioat shu ha^ 
met upon t h e r o a d , s e e k s t o e s c a p e from t h e 
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flames by ceasing to be l ieve in the dream 
. . . The Judwalis £a f i c t i t i o u s Arab t r i b e 
Invented by YeatsJ dlstingui.'^hen botw'=»en the 
shade which dream back through events in the 
order of t h e i r i n t e n s i t y — and the s p i r i t u a l 
being, which l i v e s back through events in the 
order of t h e i r occurence, t h i s l i v i n g back 
being an explorat ion of t h e i r moral and i n t e -
l l e c t u a l o r i g i n , I have already put the thought 
in verse : 
He grows younger everyday second 
t h a t were a l l h i s b i r thdays reckoned 
Much too solemn seemed. 
Because of what he had dreauried, . . . 
Jaunt ing, Journeying 
To h is own d a y s p r i n g . . . 
Or put h i s hear t in to some game 
T i l l daytime, playtime seen the same; 
The shade i s sa id to fade out at l a s t , bui the 
S p i r i t u a l Being does not fade, passing on to 
o the r s t a t e s of exis tence a f t e r i t has a t t a ined 
a s p i r i t u a l s t a t e , of which surroundings and 
ap t i tudes of ea r ly l i f e are cor respondence . . . 
At c e r t a i n moments the S p i r i t u a l Being, i s sa id 
to en te r i n t o the shade, and during those moments 
i t can converse with l i v i n g men, though but within 
the narrow l i m i t s of i t s dream.1 
1. W.B. Yeats, Four Plays for the Dancers, p . 129. 
8 6 
Fur ther Yeats in ' c e r t a i n upanishads* c i t e d in 
A Vision descr ibes " th ree s t a t e s of the soul , t ha t of 
waking, t h a t of dreaming to dreamlesa s leep every night and 
2 
when he d i e s . " Here i t i s associa ted with the Indian 
phi losophic thought of r e b i r t h . D i s s a t i s f i e d souls o r in 
o t h e r words imperfected souls which are not redeemed of the 
cycle of r e b i r t h , wander in ghosty forms, for sometime, 
while they inhab i t purgatory . These Chr i s t i an and Indian 
thoughts c o n s t i t u t e the c e n t r a l thematic concern of the p lay . 
Referring to the Hindu be l i e f in r e b i r t h Yeats says : 
If a s p i r i t cannot escape from i t a Dreaming 
Back to complete i t s expia t ion , a new l i f e 
may come soon and be, as i t were, a pa r t 
of i t s Dreaming Back and so repeat the i nc iden t s 
of past l i f e . 3 
The p lo t of the play i s based on the Noh play of s p i r i t s 
c a l l e d Nish ik lq i , Yeats has given i t s s tory in Visions and 
Be l ie f s as follows: Here, we see a p r i e s t , who, while wande-
r ing in an ancient vi l leige, meets two ghosts in o ld fashioned 
costumes. One i s holding a red s t i ck and the o ther a p iece 
of c l o t h . P r i e s t th inks them to be v i l l a g e r s . Ghosts sing 
a song 'We are entarjeded up — in t h i s coarse c l o t h — 
2. W.B. Yeats, A Vision^ (London* Macmillan, 1925 & 1962) , 
p . . 2 2 0 . 
3« l i ^ d ^ , p.236. 
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We n e i t h e r wake nor s l e e p . , , In our hea r t s there i s much, 
and in our bodies no th ing . ' They ask the F r i e s t to l i s t e n to 
t h e i r s t o r y . In t h i s t a l e they t e l l him of t h e i r pas t 
l i £ e spent in t h i s v i l l a g e . They n a r r a t e tha t every n ight 
tViis young man used to give a charmod s t i ck as a tokon of 
love to the g i r l at her window. But t h i s g i r l pretended 
not to see him and continued her weaving. Both of them died 
and the young man was bur ied with t h i s red s t i c k . They 
could not marry during t h e i r l i f e time and in death also they 
remained ununi ted. The P r i e s t at f i r s t did not be l i eve i t 
to be t h e i r own s to ry , and hence asked fehfism to show the 
cave . He pra i sed the t a l e and sa id t h a t i t would be a n ice 
t a l e to n a r r a t e when he goes home. After t h i s the chorus 
desc r ibes t h e i r journey. The lovers go in front while the 
p r i e s t follows them. After a hard t o i l , they reach the 
cave which i s dyed with red s t i ck of love t o the colour of 
o r c h i d s . Then the two lovers s l i p in the shadow of the 
cave, the P r i e s t i s l e f t alone. He decides to spend the 
night in the prayers for the union of these l o v e r s . Surpr i -
s ing ly he finds the cave l i gh t ed up. People are t a lk ing and 
s e t t i n g up looms for spinning the painted red s t i c k s . Ghosts 
a lso creep out to thank him for the p raye r s . They say t h a t 
through h i s p i t y ' t h e love promises of long past incarna-
t ions* find fulfilment in a dream. Afterwards the b r i d a l 
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room and the lovers drinking from the b r i d a l cup are shovm 
t o him. The time i s t h a t of dawn, which i s r e f l e c t ed in 
t h i s b r ida l cup. Now s inge r s , c l o t h and s t i c k , a l l vanish 
away leaving behind a deser ted grave on a h i l l where morning 
winds are blowing through the pine.'* Besides the ph i loso -
phica l and the Mythical background, the play i s deeply rooted 
in I r i s h legendary s tory t 
H i s t o r i c a l l y , Diarmuid MacMaurrough, King of 
Le ins t e r , had c a r r i e d off in 1152 Dervorgi l la , 
daughter of the King of Meath, and wife of 
Tegerman O'Rourke. He appealed for help to 
Henry I I of England, who gave him army under 
strongbow inorder to regain the Kingdom of 
Le ins t e r , from which ha hnd been banished, 
Dervorgi l la , having ou t l ived O'Rourke, Diarmuid, 
Henry and Strongbow, i s sa id to have died at the 
Abbey of Mellefont near Drogheda in 1193 aged 
e ighty f i v e , 5 
W.A. Handerson wrote out for Yeats the h i s t o r i c a l a l lu s ions 
to 'Dervorg i l l a* . According to t h i s "Dermot and Dervor-
g i l l a are e t e r n a l l y condemned to Furga tor ia l 'dreaming back' 
un less they find another t r a i t o r who can pardon them for 
t h e i r having brought the Norman invader to I re land to s e t t l e 
4. W.B. Yeats, Essays, pp. 67-8. 
5, See Norman Ja f fe res and A, Knowland e d s . , A Commentary 
on the Col lec ted Plays of W.B. Yeats, pp. 157-8. 
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a p r i v a t e feud." The stoiry i s made re levant to the imme-
d i a t e contemporary background where in the wake of na t iona -
lism any be t raya l of p a t r i o t i c cause was considered unfor-
g ivab l e . 
Thus the play has a th ick tex tured background source 
mater ia l based on I r i s h legend, contemj-iorary h i s to ry of 
I r e l and , of 1916 Eas te r Rising and i t i s warfed with the 
Indiem phi losophical thought . The two cha rac te r s of the 
play are i d e n t i f i e d with Dervorgi l la and Diarmuid, mentioned 
above. They are shown as dreaming back. They have been 
overthrown by the l a d y ' s husband. Consequently they with the wild 
fury of taking revenge 'brought the Norman i n . ' For t h i s 
na t iona l be t raya l they suf fe r the pangs of separat ion in 
union. Their condi t ion i s i r o n i c and pa the t i c in the sense 
t h a t , though they walk toge ther , they cannot be u n i t e d . 
As soon as they coma toge ther memory of t h e i r sin in tervenes 
and separa tes them. Thus they are imprisoned in t h e i r own 
remorse, as Yeats himself has admitted: "The lovers in my 
play have l o s t themselves in a d i f fe ren t but s t i l l se l f -
7 
c r e a t e d winding of the l aby r in th of conscience ." They while 
6. See AnniSih Gowda, The Revival of English Poet ic Drama 
(Banglore : Pr in ted by the Direc tors of P r in t ing , 
S ta t ionary and Publ ica t ions a t the Government Press , 
1963) , pp. 250-1. 
7 , W.B. Yeats, A Vision. 
p . 220. 
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wandering on the borders undergo penarce to purify them-
se lves o£ t h i s s i n . This i s how Yeats here has fused 
toge the r both the concept of •dreaming back* and the grea t 
I r i s h Uprising of 4916. 
Yeats has presented t h i s s tory in the Noh technique. 
But use of conventional techniques i s no t i ceab le here a l s o . 
We have a young man, a s t r anger , a young g i r l , and th ree 
Musicians, corresponding to the Noh chorus . All the cha-
r a c t e r s wear masks in order to hide t h e i r i d e n t i t i e s . The 
act ion i s s t a t e d to have taken place in 1916 ( the year of 
Eas te r R i s ing) , The s t age , as in the preceding two p lays , 
i s "ahy bare place in a room c lose to the wa l l . A screen 
with a pa t te rn of mountain and sky, can stand agains t the 
wa l l , o r a cu r t a in with a l i k e pa t t e rn hang upon i t , but 
the pa t te rn must only symbolize or suggest . Musicians unfold 
the c l o t h as in 'At the Hawk's Well'."® 
The play thus begins with the c h a r a c t e r i s t i c folding 
and unfolding of the c l o t h of the Noh play by the th ree 
Musicians. They on the borders of Galway and Clare , meet a 
young man — a revolut ionary s o l d i e r . They n a r r a t e to him 
t h e i r s tory of a in , t a i l i n g him t h a t they can bo rol ievod 
of t h e i r remorse t 
8 . W.B, Yeats, Col lec ted Plays, p . 433. 
9 1 
If somebody of t h e i r race at l e a s t would say, 
' I have forgiven them. '^ 
The Young Man, however, refuses to forgive them for t h i s 
s i n . The play thus ends with the continuance of the suf fe -
r ing of the couple . Here the play d i f f e r s from the s to ry 
of 'Nishik ig i* because there the ghosts had been re l i eved 
by the prayers of the p r i e s t ; here the young man refuses to 
forgive these two ghos t s . This s l i g h t deviat ion i s because 
here the couple i s 'dreaming back* as a consequence of 
t h e i r crime of na t iona l b e t r a y a l , which requires a penance. 
They l i v i n g through pass ionate event, i s an example of 
pu rga to r i a l expiat ion : Yeats says : "The t o i l of the 
l i v i n g , i s to free themselves, from an endless sequence of 
thoughts ."^^ I t was t h i s crime tha t l ed to the foreign 
army from across the sea, which eventual ly led to the Easter 
Rising of 1916, As a punishment they must undergo such 
penance. Then Musicians sing a song for t h i s unfolding of 
the c l o t h . The s tage d i r e c t i o n , t i l l now s t r i c t l y follows 
the Noh p a t t e r n . This song makes reference to the bas ic 
them«5 of the play, I t a c e n t r a l idea, ! , « . , ol! 'draainlng 
back* in the following l i n e s : 
9 , I b i d . . p , 442. 
10, W.B. Yeats, Essays, p , 520, 
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Why does my hear t bea t so ? 
Did n o t , a shadow pass ? 
Tt passed but a moment ago. 
Have not old w r i t e r s said 
That dizzy dreams can spring 
Prom the dry bones of the dead ? 
That a l l the va l ley f i l l s 
With those Fan tas t i c dreams,^^ 
After t h i s occurs the speech of the f i r s t Musician, which 
i s highly dramat ic . Blending of the Noh and Greek concept 
of chorus i s seen he re . The Musician ac ts as a commentator. 
This long speech t e l l s us t h a t the time i s ' t h e hour before 
dawn,* and t h a t place of act ion i s the l i t t l e v i l l a g e of 
Abbey, They t e l l us t h a t the path leading to t h e i r des t ined 
p lace , i . e . , the Abbey of Corcomroe, i s 'covered u p . ' In 
the l a s t four l i n e s they in t roduce us to a young man with a 
l a n t e r n , dressed in such costume tha t makes him look l i k e 
an Aran f i s h e r . Here the chorus j u s t r e fe r s to t h i s young 
man. His p a r t i c u l a r s have d e l i b e r a t e l y not been d isc losed 
in o rder to evoke suspense and c u r i o s i t y in the manner of a 
conventional p lay . The young man l a shown as praying in 
Gaelic which Ind i ca t e s t h a t he i s I r i s h , 
Next to appear on the s tage are a s t ranger and a 
11 . I b i d . , p . 434. 
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young g i r l "in the costumes of a past t i m e . . . They wear 
^ 12 
heroic masks." In the conversat ion t h a t follows between 
the young man and a s t r anger , we are given a de t a i l ed account 
of the young man. Here, following the technique of conven-
t i o n a l p lays , Yeats i s reveal ing a c h a r a c t e r through con-
versa t ion and d ia logue. This makes the play more dramatic 
because dialogue c o n s t i t u t e s an Important element of a play 
apar t from the ac t ion . Here opposed to Noh, which r e l i e s 
on ge s tu r e s , r e l i ance i s on dia logue. We are to ld here 
t ha t the young man i s a s o l d i e r who fought in Dublin and had 
worked in the Post Off ice . The Pol ice are following him. 
The young man thas in tends to escape to the mountain and 
"keep watch u n t i l an Aran Coracle puts in at the rocky shore 
13 under F invara ." This conversation gives us an exhaust ive 
account of the young man who no longer remains an abs t rac t ion 
But conforming to the Noh p a t t e r n , ho i s not p a r t i c u l a r i z e d 
by a name. He ' represents any p a t r i o t i c I r i s h man f igh-
t i n g for na t iona l cause . In the following conversat ion the 
s t r a n g e r suggests to him some hiding p lace , not known to 
any l i v i n g man. Here the theme develops fu r the r . The 
s t r a n g e r and the young man t a l k about 'dreaming back* and 
12. I b i d . 
1 3 . Ijbl^d., p . 4 35 . 
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na t iona l be t raya l : 
But when a man 
I3 bom in I r e l and and oE I r i s h stock, 
14 When he takes p a r t against us — 
The concept of 'dreaming back* i s discussed while the 
s t r ange r suggesting him hiding places says : 
No l i v ing man sha l l s e t h i s eyes upon you; 
I wi l l not answer for the dead. 
For c e r t a i n days the stones where you must l i e 
Have in the hour before the break of day 
Been hunted. 
Many a man t h a t was bom in the ful l dayl ight 
Can see them p l a in , wi l l pass tham on the high-road 
Or in the crowded market-place of the town. 
And never know tha t they have passed,^5 
The young man, c l a r i f y i n g tha t the dead by dreaming back 
undergo peanance, aays t 
My grandam would have i t they did peanance 
everywhere^ 
Some l ived through t h e i r old l i v e s again.^^ 
This speech poin ts out the general b e l i e f of death, penance 
and p u r i f i c a t i o n , s t a t e d above a l s o . 
14. I b i d . , p . 436. 
15. I b i d . 
16. I b id . 
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ACtor t h i s , wa aocs thatn prtjcaodlng townrda tho Abbey 
of Gorcomroe. Here,- the f i r s t Musician gives a commentary 
of t h e i r journey through the paths they have to c r o s s . 
Technical ly , t h i s commentary i s a dramatic device to cop 
with the bare stage t h a t merely provides an image of a thing 
and not the thing i t o a l C . Thoy, as tho atag^J d i r ec t ion roads, 
17 
'•go round the s tage once,** suggesting t h e i r journey through 
var ious p a t h s . But here , Yeats, in order to make everybody 
grasp t h i s sense, provides t h i s type of commentary. This 
a lso lends economy and prec is ion to the s t r u c t u r e of the p lay . 
After t h i s commentary on t h e i r t r a v e l l i n g through 
grassy f i e l d s , ragged thorn t r e e s , the Musicians sing a 
song descr ib ing tho l oca l e of the place those people have 
reached : 
Why should the hear t take fright ? 
What s e t s i t beat ing so ? 
The b i t t e r sweetness of the night 
Has made i t but a lonely th ing 
My head i s in the c l o u d y . . . 
The Dreaming bones cry out 
Because the n ight winds blow 
And heaven's a cloudy b l o t . 
17. I b i d . , p . 437. 
9 6 
GalaiDity can have i t s f l i n g . 
18 Red b i r d of the March, begin to crow 1 
Here, the song, conforming to the songs of the Noh p lays , 
performs the task of evoking the fee l ings of awe, fear , 
mystery, l one l i ne s s and remoteness, in i t s reference to the 
•dreaming bones t h a t cry o u t , ' and Red b i r d of the March, 
e t c . After t h i s the s t r ange r informs us of t h e i r a r r i v a l 
at the Abbey of Corcomroe, In the discussion t h a t follows 
between them regarding t h i s p lace , the theme of na t iona l 
be t r aya l i s discuasod; they also r e f e r to the tomb of 
Donoghe O'Brien who i s sa id to have r ebe l l ed against the 
King of Thomond, Donoghue O'Brien here i s i d e n t i f i e d with 
t he h i s t o r i c a l f igure of Donoghue O'Brien "who was one of 
the groups of the nobles who i nv i t ed the Scots to invade 
Thomond and acquire i t from i t s King. After t h a i r dofont 
Donoghue escaped from the b a t t l e f i e l d and f e l l in 1317 near 
19 t he Abbey of Corcomroe." He was thus a t r a i t o r . The 
young man too thinks the same and says i " I t was men l i k e 
20 Donoghue who made I re land weak." He even curses him, and 
f e e l s t h a t he must undergo penance for t h i s cr ime. Here, 
18. I b i d . . pp. 437-8. 
19. A, Norman Ja f fe res and A.3. Knowland, A Commentary 
on the Col lec ted Plays of W.B. Yaats, p . 162. 
20. W.D. Yeats, Collectoti Plays, p . 4 39. 
97 
t h e r e i s a fusion of both the phi losophica l and p o l i t i c a l 
aspects in the young man's a s s e r t i o n . The young man suggests 
t h a t to f ree himself .' of t h i s crime, he must undergo 
penance by r e l i v i n g h i s ea r th ly l i f e . 
After t h i s the young g i r l who, was e a r l i e r descr ibed 
as accompanying the s t r anger , comes on the s t a g e . She has 
a long conversat ion with the young man in which she he r se l f 
g ives us d e t a i l s about he r se l f . Her speech n a r r a t e s the 
s tory of these r e b e l s , t e l l i n g us in the f i r s t f ive or s i x 
l i n e s t h a t they were common s i n n e r s . They, turned i n to 
r e b e l s , e i t h e r by some momentary impulse o r the commandment 
of some pe t ty king who hated Thomond. The next l i n e s of her 
speech t e l l us of the b i t t e r consequences of t h i s r e b e l l i o n . 
The young g i r l g ives us more d e t a i l s about these rebe l s : 
"And c a r r y , now t h a t they are dead, the image of t h e i r 
21 f i r s t youth, for i t was in tha t youth t h e i r sin began." 
Their pa tho t i c condi t ion , while they were undergoing penance, 
i s presented in the following l i n e s of the young g i r l j 
Though eyes can meet, t h e i r l i p s can never meet. 
Who once lay warm and l i v e the l ive - long night 
In one ano the r ' s arms, and know t h e i r p a r t . . . 
Their manner of l i f e were b lessed could t h e i r l i p s 
2 1 . I^i^d. / p . 440. 
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A moment meet; but when he has bent h i s head 
Close to her head, or hand would s l i p in hand. 
The memory of t h e i r crime flowes up between 
And dr ives them apar t .^2 
These l i n e s , give a d e t a i l e d account of t h e i r suf fer ings 
and pangs, but no where she t e l l s up about t h e i r exact sin 
t h a t r equ i res such a severe penance. In i s I n t e n t i o n a l l y 
witheld to maintain c u r i o s i t y and suspense. The s to ry , thus 
proceeds and unfolds i t s e l f b i t by b i t , but sys temat ica l ly 
as in a conventional p lay . This crime i s d i sc losed in her 
next speech, she here says tha t : 
Her King and love r 
Was overthrown in b a t t l e by her husband , . . . 
Being b l i nd , and b i t t e r and b i t t e r l y in love, 
h« bEr)ught 
A foreign army from across the sea.^'^ 
Here, i t i s revealed tha t t h i s was in fac t , the s tory of 
Diarmuid and Deirvorgilla mentioned above. This fac t i s 
c l a r i f i e d when the young man says, so "you speak of 
24 Diarmuid and Dervorg i l l a . " The young g i r l admitting 
t h i s says , "Yos, yes, I spoke of tha t most miserable , most 
22. Ibid. . , p . 441. 
23 . I b i ^ . , p . 442. 
24. I b i d . 
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25 
a c c u r s e d p a i r . " In t h i s s p e e c h s h e a l s o t e l l s u s o f t h e 
remedy of t h e i r s i n . They , s h e t e l l s u s , can b e f r e e d o f 
t h i s sl.n " I f somebody of t h a l r r a c e a t l a s t would oay , 
• I h a v e f o r g i v e n t h e m . ' " At t h i s . t h e young m a n ' s i m m e d i a t e 
r e a c t i o n i s n o t t o f o r g i v e t h e m . His f o l l o w i n g s p e e c h r e f e r s 
t o t h e b i t t e r c o n s e q u e n c e of war and o f E a s t e r R i s i n g of 1916, 
w h i c h , he b e l i e v e s , we re c a u s e d by t h e i r s i n o f b r i n g i n g t h e 
Normans i n . 
Then, f o l l o w i n g t h e Noh t e c h n i q u e , Y e a t s p r e s e n t s a 
d a n c e o f t h i s young g i r l which shows h e r a s p o s s e s s e d . The 
young man s a y s t "who a r e you 7 What a r e you 7 You a r e n o t 
27 
n a t u r i t l . " These l i n e s show t h a t t h e y a r e n o t wha t t h e y 
h a v e p o s e d t o b e b e f o r e u s t i l l now. And h e r e when t h e young 
28 g i r l s a y s "Seven h u n d r e d y e a r s o u r l i p s have n e v e r m e t , " 
t h e i r i d e n t i t y i s r e v e a l e d , and we i m m e d i a t e l y r e c o g n i z e them 
a s D a i r m u i d and D e r v o r g i l l a — two n a t i o n a b e t r a y e r s . A f t e r 
t h i s t h e young man I n f o r m s u s o f t h e i r v a n i s h i n g away. Thus 
t h e c o n v e n t i o n a l d e v i c e of c r e a t i n g s u s p e n s e and m a i n t a i n i n g 
i t t i l l t h e end h a s been f o l l o w e d h e r e . However, d a n c e i s 
h e r e f o r t h e p u r p o s e f o r wh ich i t i s u s e d i n t h e Noh, i . e . 
2 S . I b i d . 
2 6 . I b i d . 
27. I b i d . , p . 443. 
28. I b i d . 
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t o l u r e the young man and thus make him forgive them. The 
dance, thus , forms the climax of the play, which i s the 
c h a r a c t e r i s t i c fea ture of the Noh p l ays . However, the young 
man overcomes t h i s en t i c ing dance at the moment when he i s 
about to y i e ld , exact ly l i k e the Cuchulain of At the Hawk' s 
Well. He himself says t 
I had almost y ie lded and forgiven i t a l l -
Ter r ib le the temptation and the place l^^ 
The couple i s thus condemned to cont inue the suf fe-
r ings of t h e i r past unforgivable sin of na t iona l b e t r a y a l . 
According to Ure Peter "They are l i k e the q l r l in Mqtsfliojj^ ulia, 
whose 'ghos t t e l l s a p r i e s t of s l i g h t sin which seems a 
grea t sin because of i t s unforseen and unforseeble consequ-
ences ' o r l i k e ' t h e ghos t s ' in A Vision who must 'dream 
30 the events of i t s consequence , ' " Ura Pe ter a lso comments 
on the technique and says , "This moment of 'a lmost y i e ld ing ' 
in some ways i n t e n s i f i e s the theme by offer ing and then with-
31 drawing a hope of r e l i e f . " Here again we find the conven-
t i o n a l pa t t e rn of revers ing the s t a t e of a f f a i r s and thus 
heightening the t ens ion . This also seems t o correspond to 
29. Ibid., p. 444. 
30. Ure Peter, Yeats the Playwright, p. 95. 
31. Ibid., p. 96. 
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A r i s t o t l e ' s ' reversa l of events ' which he regarded as one 
of the two ingred ian t s of a complex p l o t . 
The play ends with folding and unfolding of the 
c l o t h c h a r a c t e r i s t i c to the Noh p l a y s . I t i s accompanied by 
the song of three musicians r e f e r r i n g , l i k e the one sung in 
the beginning, to the general b e l i e f of 'dreaming back* of 
the dead. 
Here, as i s evident from the above ana lys i s , Yeats 
has blended Noh technique with the conventional technique . 
Here, opposed to the abs t rac t ion of the Noh plays Yeats 
has achieved in At the Hawk's Well, we see the s tory e l e -
ment dominating the p lay . This s tory element i s u sua l ly 
found in conventional p l a y s . Like the conventional plays 
the s tory here unfolds , i t s e l f with i n t e r r u p t e d regular i ty 
arousing both the fee l ings of c u r i o s i t y and suspense. Even 
the cha rac t e r s are from contemporary l i f e as in the usual 
conventional play and not exclus ive ly from mythology. S t i l l 
the fact tha t i t has a l l the elements of Noh technique, such 
as dance, music, mask, symbols, cannot be denied. Cha-
r a c t e r s are also r e p r e s e n t a t i v e s , and not p a r t i c u l a r men 
and women, conforming to the Noh p l ays . Hero Unterecker i s 
r igh t in saying t h a t "They possess something of un ive r sa -
l i t y of Dante 's Poalo and Francassa with younger Yeats fa i led 
10 2 
32 t o a c h i e v e . " 
Ai icord ing t o Ure P e t e r " i t ( i s ) n e a r e s t o f t h e 
t h r e e t o t h a t ' p u r e p r e s e n t a t i o n o f t h e image i n t h e a t r e , ' 
wh ich P r a n k Kermode s e a s a s r a t i o n a l e o f a l l Y e a t s * s 
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a d o p t i o n of N o h . " R e g a r d i n g i t s t e c h n i c a l s u c c e s s Y e a t s 
i n a comment , made i n 1917 , c a l l s t h i s " t h e b e s t p l a y he 
34 h a d w r i t t e n . " - ' ^ 
P e t e r f u r t h e r s a y s t h a t t h e c o n c e n t r a t i o n and u n i t y , 
t h a t a r e t h e h a l l mark o f t h e b e a u t y and power of t h e Noh, 
i n w h i c h a l l t h e e l e m e n t s a r e u n i t e d t o p r o d u c e a s i n g l e 
c l a r i f i e d i m p r e s s i o n a r e more n o t i c e a b l e h e r e . A c c o r d i n g 
t o him " i t i s a c h i e v e d by i t s i m a g e r y , by t h e d e s c r i p t i o n 
35 
of s e t t i n g and l o c a l e , and by c o n s t r u c t i o n . " He a l s o s a y s 
t h a t t h e p l a y , l i k e t h e t y p i c a l Noh p l a y s , " d r a m a t i z e s t h e 
m e e t i n g w i t h g h o s t , God, o r Goddes s a t some h o l y p l a c e o r 
m u c h - l e g e n d e d tomb, t h e s u p e r n a t u r a l s t o r i e s which r e m i n d e d 
3 6 Y e a t s of ' I r i s h l e g e n d s and b e l i e f s . * " 
T h i s p l a y , l i k e o t h e r Noh p l a y s , s a y s Ure P e t e r , " i s 
d i v i d e d i n t o two p o r t i o n s , s e p a r a t e d by an i n t e r l u d e . But 
3 2 . J . U n t e r a c k a r , A R e a d e r * a Gu ide t o W«D, Y a a t a , p . 3 5 . 
3 3 . U r e P e t e r , Y e a t s t h e P l a y w r i g h t , p . 9 7 . 
3 4 . W.B. Y e a t s , E s s a y s , p . 2 2 7 . 
3 5 . U r e P e t e r , Yeatfs t h e P l a y w r i g h t , p . 9 1 . 
3 6 . I b i d . , p p . 9 0 - 9 3 . 
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t h e i r u n i t y daponda on t h o way t h a G h o s t s g r a d u a l l y r e v e a l 
t h e i r I d e n t i t y and n a t u r e o f t h e i r s u f f e r i n g . As i n N j s h i k i g i , 
t h e G h o s t s t e l l t h e i r s t o r y b u t ' t h e y do n o t say a t f i r s t 
t h a t i t i s t h e i r own s t o r y . * As i n t h a t p l a y , t h e t r a v e l l e r 
d o e s n o t seem t o n o t i c e t h e i r a n c i e n t a t t i r e o r t h e i r h e r o i c 
m a s k . T h i s i s due t o t h e d a r k n e s s wh ich i s i m a g i n a t i v e l y 
r e n d e r e d by t h e b l o w i n g o u t o f t h e s o l d i e r ' s l a t e m . A c c o r -
d i n g t o P e t e r t h i s p l a y , l i k e Motomezuka, f r e q u e n t l y r e f e r r e d 
37 b y Y e a t s , e n d s w i t h t h e d a n c e o f u n a p p e a s e d s h a d e s . Tb u s e 
Y e a t s ' s own words : " I n s t e a d o f t h e d i s o r d e r e d p a s s i o n o f 
n a t u r e t h e r e i s a d a n c e , a s e r i e s o f p o s i t i o n s and movements 
w h i c h may r e p r e s e n t a b a t t l e o r a m a r r i a g e , o r t h e p a i n of 
38 
a G h o s t i n t h e B u d h i s t P u r g a t o r y , * * B , Raj an r e g a r d s t h e 
p l a y a s " t h e mos t s u c c e s s f u l o f ' T h e Pour P l a y s f o r t h e 
D a n c e r s , ' i n a s s i m i l a t i n g t h a a t m o s p h e r e o f t h a Noh. The 
i m a g e c l u s t e r i n t h e s o n g s embody Y e a t s ' s u n d e r s t a n d i n g o f tha 
l a n g u a g e of Noh as 'playing upon a s i n g l e metaphor , ns de l lbornt r ' as 
39 
t h e e c h o i n g rhy thm of C h i n e s e o r J a p a n e s e p a i n t i n g . " 
Anniah Gowda, comment ing on i t s t e c h n i q u e , s a y s : " Y e a t s 
g i v e s t h e p l a y , w r i t t e n f o r a ' t h e a t r e ' s a n t i s e l f , * a l o c a l 
h a b i t a t i o n by p l a c i n g t h a s c e n e i n t h e r u i n e d Abbey of 
3*7. 1^.1^.* p p . 9 2 - 9 4 . 
3 8 . W.B. Y e a t s , E s s a y s , p . 2 8 5 . 
3 9 . B , Raj an , W.B. Y e a t s i A C r i t i c a l I n t r o d u c t i o n , 
p p . 1 0 1 - 3 . 
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Corcomroe." About i t s language he says tha t "the conver-
sa t ion / couched in tough and m a t t e r - o f - f a c t , l i n e s c h a r a c t e -
r i s t i c of Yeats ' s l a t e r poetry, revea ls to us the s tory of 
C iv i l war and t h e i r f l i g h t . H 4 0 
According to some c r i t i c s such as Rajan and Ashley 
MyleS/ the play lacXs a c e n t r a l ac t ion . But as our ana lys i s 
of t h i s play above has shown, the c e n t r a l action of sin and 
atonement i s t h e r e . So the charge does not seem to be j u s t i -
c i a b l e . 
As regards the theme we can say tha t i t i s an amalga-
mation of the ph i losoph ica l , the mythological and the contem-
porary . Some c r i t i c s have i n t e r p r e t e d i t in p o l i t i c a l terms 
only . Ashley Myles says t h a t " i t s theme i s I r i s h p a t r i o -
41 t i s m , " But these c r i t i c s tend to ignore i t s phi losophica l 
aspect based on the promise t ha t the dead r e l i v e t h e i r pas t 
t o undergo penance. Here Ure P e t e r ' s i n t e r p r e t a t i o n i s the 
most s a t i s f a c t o r y . He says t 
The antique s tory i s t i e d to the present moments 
of f l i gh t and d i s a s t e r because they proceed from 
i t ; the lovers inhab i t a landscape of ruin which 
they make themselves; they address t h e i r hopeless 
40. Anni&h Gowda, The Revival of the English Poetic Drama, 
p . 2 3 1 . . • " • • 
4 1 . Ashley Myles, The Theatre of Aris tocracy, A Study of 
W.B. Yeats As a Dramatist , p . 84 . 
105 
appeal to the t r a v e l l e r whom, as revolut ionary 
and f u g i t i v e . , . , they f a t h e r e d . . . The s o l d i e r 
himself i s caught i n s ide t h i s t igh t circle; he 
i s one of the consequences of t h e i r t ransgress ion 
and cannot forgive the authors of ev i l which he 
f ights and curses.^-^ 
This comment emphasizes the kind of fusion of the ph i loso -
phical and p o l i t i c a l aspects which Yeats here has achieved. 
Thus even a b r i e f ana lys is of the play, given above 
amply confirms Yeats*s own hes i t a t i on in following the Noh 
technique exc lus ive ly . He must have r ea l i zed tha t a t iny 
a b s t r a c t idea can very well be conveyed through a Noh play 
technique, where rhythm, imagery, s e t t i n g , ac t ion , cha rac t e r , 
symbol can a l l be i n t e g r a t e d in to a unifying image. But 
where d i f f e r e n t dramatic s i t u a t i o n s are to be c rea ted casual 
explanat ions are to be given for the events and the thought, 
o r emotion i s to be developed in a dramatic manner to i t s 
dec i s ive conclusion, the conventional technique of present ing 
a p l o t cannot be completely done away wi th . However, Yeats 
d id succeed in a negat ive manner in reducing some of the 
dialogues to abs t r ac t ions which cease to be dramat ica l ly 
e f f e c t i v e because they requi re g rea t ce rebra l s t r a i n i n g . 
42. Ure Peter , Yeats the Playwright, pp. 95-6. 
CHAPTER V 
C a l v a r y 
C a l v a r y (1921) i s t h e l a s t o f Y e a t s ' s F o u r P l a y s f o r t h e 
D a n c e r s . The p l a y a l o n g w i t h The R e s s u r o c t i o n d r a m a t i z e s 
t h e Myth o f C h r i s t . L i k e The Dreaming of t h e Bones^which 
d r a m a t i z e s t h e d e g e n e r a t i o n of t h e f e e l i n g s o f n a t i o n a l i t y , 
t h i s p l a y d r a m a t i z e s t h e d e g e n e r a t i o n o f r e l i g i o u s f e e l i n g s . 
The p l a y g i v e s u s g l i m p s e s o f Y e a t s * s p h i l o s o p h y of h i s t o r y 
and C h r i s t i a n i t y . As r e g a r d s C h r i s t i a n i t y we c a n s a y t h a t 
h e saw t h e pagan w o r l d , c h i e f l y t h a t o f G r e e c e and Rome, 
a s p r i m a r y c i v i l i z a t i o n ; a t t h e t i m e of C h r i s t ' s coming i t 
was d r a w i n g t o i t s f o r e o r d a i n e d end i n t h e c y c l i c a l movement 
of h i s t o r y and was becoming s u b j e c t t o t h e l o s s o f c o n t r o l 
w h i c h h e r a l d e d t h e b i r t h of t h e n e x t a g e . T h i s n e x t a g e , o r 
C h r i s t i a n a g e , was a n t i t h e t i c a l t o i t s p r e d e c e s s o r . I t 
b e g i n s w i t h t h e A n n u n c i a t i o n o f God who s e e k s t o l i v e l i k e 
a man w h i l e t e a c h i n g t h a t man must s e e k t o l i v e l i k e God. 
T h i s t y p e o f a n n u n c i a t i o n o f God i s p r e s e n t i n t h i s p l a y . 
Here a l l t h e t h r e e c h a r a c t e r s — L a z a r u s , J u d a s , and t h e 
t h r e e Roman s o l d i e r s a s k n o t h i n g o f God. However, i t s main 
sou ix ie i s O s c a r W i l d e ' s s t o r y , e n t i t l e d The Doer o f t h e Gpd. 
I t was n a r r a t e d t o Y e a t s by an a c t o r a s f o l l o w s : 
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Chr i s t came from a white p la in to a purple 
c i t y , and as 11a passed through the Cirat 
s t r e e t He heard voices overheard, and saw a 
young man ly ing drunk upon a window-si l l , 
'Why do you waste your soul in drunkenness 7 ' 
He sa id . 'Lord, I was a l a p e r and you healed 
me, what e l s e can I do 7* A l i t t l e fur ther 
through the town He saw a young man following 
a h a r l o t , and sa id , 'why do you dlnsolvo 
your soul in debauchery 7* and the young man 
answered, 'Lord, I was b l i nd , and you healed 
me, what e l s e can I do ?• At l a s t in the 
middle of the c i t y He saw an old man crouching, 
weeping upon the ground and when He asked why 
he wept, the o ld man answered, 'Lord I was 
dead, and you ra i sed me i n to l i f e , what e l s e 
can I do but weep.^ 
This play dramatizes t h i s so r t of man's ind i f fe rence 
towards God not through a well-mada s tory as the preceding 
play, but through a s e r i e s of s i t u a t i o n s deal ing with the 
confronta t ion of Chr i s t with p e r s o n a l i t i e s he cannot save. 
F i r s t to confront with C h r i s t i s Lazarus who had died, but 
now brought back by C h r i s t in an attempt to give him l i f e . 
But Lazarus, on the o the r hand, wants h i s death back because 
' a l i v e he could never escape C h r i s t ' s l o v e . ' So he cal ims 
h i s r i g h t to d ie and says t 
1. W.B. Yeats, Ajtobioqraphies, p . 28 6. 
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For Four whole days 
I had been dead and I was ly ing s t i l l 
In an old comfortable mountain cavern 
When you came climbing the re with a grea t crowd 
And dragged me to the l i g h t . 2 
The next i s Jbdaa, C h r i s t ' s b e t r a y e r who sold Chr i s t for 
t h i r t y p ieces of s i l v e r . In h i s long conversat ion with 
C h r i s t , he says t h a t ha betrayed him to gain h i s s u p e r i o r i t y 
over God and a s se r t h i s i n d i v i d u a l i t y . So he bet rayed, 
be l i ev ing tha t " i f a man be t rays a God, he i s s t ronger of 
the two." He proudly dec lares : "You cannot even save me."^ 
Last t o have confrontat ion with Chr i s t are the three Roman 
s o l d i e r s . They t e l l us t ha t they are t he gamblers^i who 
plan t o decide, by throwing the d ice , as to who i s to get 
the cloak of C h r i s t when the l a t t e r i s dead. They too are 
i n d i f f e r e n t towards C h r i s t ' s power, and are s a t i s f i e d with 
t h e i r for tune . The second Romiwi s o l d i e r conveys h is sonso 
saying : 
They say you ' re good and t h a t you made the world. 
But i t ' s no mat te r .5 
2. W.B. Yeats, Col lec ted Plays, p . 451. 
3- I k H * ' P* '*54. 
4 . I b i d . , p . 455. 
5« I b i d . , p . 45 6. 
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Fur ther he i r o n i c a l l y says i 
One th ing i s p l a i n . 
To know tha t ho has nothing we need 
Must be a comfort to him.° 
Thus Chr i s t i s l e f t alone, p a t h e t i c a l l y pleading : 
7 My fa ther , why hast thou forsaken me ? 
These episodes thus depic t the he lp lessness of Chr i s t t o 
save those whom he wanted to save, and h i s eventual l o n e l i -
n e s s . Yeats has ' rendered t h i s idea in the Noh technique as 
the ana lys i s of the play given below demonstrates . 
Here a l l the cha rac t e r s are masked, o r wear such make-
up of t h e i r faces t h a t look l i k e the mask. The s tage l i k e the 
s tage of the preceding th ree plays i s a "bare p lace , round 
t h r ee s ides of which the audience are s ea t ed . " Here, as in 
the Noh p lays , the audience s i t forming a c i r c l e . The play 
begins with the c h a r a c t e r i s t i c folding and unfolding of the 
c l o t h by the musicians accompanied by the song for t h i s f o l -
ding and unfolding of cloth. The song,beginning with these 
l i n e s I 
Motionless under the moon-beam, 
6» I b i d . 
7 . I b i d . 
8 . Ibjj^d., p . 4 4 9 , 
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Up t o h i s fea thers in the stream; 
Although f ish l eap , the white heron 
Shivers in a dumbfounded dream. 
Although half f in ished he wi l l not dare 
Dip or do anything but s t a r e 
Upon the g l i t t e r i n g image of a heron. 
That now i s l o s t and now i s t h e r e , ^ 
re fers to the theme of s o l i t u d e , and s e l f - a b s o r p t i o n . The 
next l i n e s of the f i r s t Musician in t roduce us to C h r i s t , who 
i s a c e n t r a l c h a r a c t e r . Ha i s descr ibed here as dreaming of 
h i s passion through carry ing a c r o s s . The l i n e s : "Now he 
s tands amid the mocking crowd," and the l i n e s which follow, 
r e f e r t o C h r i s t ' s he lp lessness and also the f a i l u r e of Chr i s -
t i a n i t y , This has bean conveyed through the crowd jee r ing 
at him. The song thus in t roduces the main idea which the 
play i s going t o dramatize . Here Yeats has used the conven-
t i o n a l technique of f lashback. We sea Chr i s t dreaming h i s 
passion through. We are thus being taken to some past event . 
Ure Pe ter holds t h a t Yeats has i n t e n t i o n a l l y used t h i s t ech -
nique of flaslJback "in order to make the suffer ing remote 
r a t h e r than a c t u a l . " Herein blending of the Noh and 
conventional techniques i s pa t en t . After t h i s , the speech 
9. Ibid., pp. 449-450. 
10. Ibid., p. 450. 
11. Ure Peter, Yeats the Playwright, p. 117. 
I l l 
of the Musician announces the coming of the next c h a r a c t e r 
who i s descr ibed as f r ightening with ' dea th ly face,* who 
moves " l i k e a young foal t h a t sees the hunt go by/ And 
12 races in the f i e l d . " The conventional device of arousing 
c u r i o s i t y through suspense I s found he re . Horo, j u s t the 
physical appearance has been descr ibed and no names are 
g iven. But immediately a f t e r t h i s wa are to ld t h a t '*a 
13 plfiryer with the mask of Lazairus has en t e r ed . " Thus the 
deathly face, j u s t mentioned, has been i d e n t i f i e d here as 
Lazarus . Technically he has been ind iv idua l i zed by the des-
c r i p t i o n of h i s physique and by naming him, while in C h r i s t ' s 
case we find no such ind iv idua l iza t ion^ which confonrfs to 
the Noh pa t t e rn of present ing cha rac te r s as r e p r e s e n t a t i v e s . 
After t h i s occurs a long conversat ion between Chr i s t 
and Lazarus, reveal ing a l l t h a t had happened between them. 
Here we come to know t h a t Lazarus had died, ly ing peacefully 
in h i s grave . But Chr i s t r a i s ed him up, dragging him to 
l i g h t . Lazarus, thus deprived of h i s death, c laims h i s r i gh t 
to d i e , and even seeks C h r i s t ' s death in exchange. He now 
asks for death because : "Alive he never could escape h is 
14 l o v e . " In the following l i n e s he fur ther gives us 
12. W.B. Yeats, Cql \ec ted PI ays, p . 451. 
13. I b i d . 
14. I b i d . , p . 452. 
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reasons for h i s death wish t 
I thought to d ie 
When my a l l o t t e d years ran out again; 
And t h a t , being gone, you could not hinder i t ; 
But now you wi l l b l ind with l i g h t the so l i t ude 
That death has made; you wi l l d i s t u rb t h a t corner 
Where I thought I might l i e safe for ever.^^ 
Here reference i s to the f a i l u r e of C h r i s t i a n i t y to such an 
extent t h a t people in s t ead of finding any solace in i t , want 
to escape i t , f inding i t as a hindrance to t h e i r se l f -
cent redness . Death i s p re fe rab le to r e l i g i o n . Then we 
have the f i r s t mus ic ian ' s speech. This prepares us for the 
entrance of the next cha rac t e r on the s t age . This cha rac t e r 
has been given no name though a sense of fear i s associa ted 
with t h i s cha rac te r a l s o . He i s depicted as : "The face 
t h a t seems dea th - s t r i cken and death-hungry s t i l l , ' • which 
i s c l a r i f i e d by the descr ip t ion of the crowd as shrinking 
i n t o the background. This sense of fear i s fur ther conveyed 
in the following l i n e s of Chr i s t t 
Why has the s t r e e t grown empty of a sudden 
As though a l l f led in t e r r o r ? ^^  
15. I b i d , 
IS . I b i d , . p . 453, 
17. I b id , 
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Soon t h i s cha rac t e r comes on the* s tage , and t e l l s us t ha t 
he i s c a l l e d Judas, and t h a t he had sold Chr i s t for t h i r t y 
p ieces of s i l v e r . 3o l i k e Lazarus, Judas has also been 
ind iv idua l i zed ' a s the face t h a t seems dea th-s t r i cken and 
death hungry, ' Then in the following long argument between 
C h r i s t and him, more l i g h t i s thrown upon Judas. We are 
t o l d t h a t the reason behind h i s betraying Chr i s t was tha t 
he wanted to become more powerful than Chr i s t and wanted to 
nasort hla i n d i v i d u a l i t y and own I d e n t i t y . Hln bolioE wnn 
18 
"whatever man be t rays Him wi l l be f r e e . " After t h i s we 
19 see t h a t " three Roman s o l d i e r s have en te red . " The f i r s t 
s o l d i e r then comes and speaks. Hare, as'in the case of Lazarus 
and Judas^we find no attempt t o i nd iv idua l i ze them by the 
chorus . So a va r i e ty of techniques in the a r t of cha rac t e -
r i z a t i o n , showing fusion of Noh and Conventional devices , i s 
noteworthy on Yeats* s pa r t here . The s tage d i r ec t ion sny.s 
"Judas holds up the c ross while Chr i s t s tands with His arms 
20 s t rechad out upon I t . " Horn thf^r^ t B a lonrj dlncnnnlon 
t h a t i s ch ie f ly among these th ree s o l d i e r s , With j u s t two 
l i n e s u t t e r e d by Chr i s t in which we are t o ld t ha t these 
s o l d i e r s are gamblers who intend to take away C h r i s t ' s c loak . 
18. I b i d . , p . 454. 
19. I b i d . , p . 455. 
20. I b i d . 
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Having killed him, they are throwing their dice to decide 
as to who is going to possess this cloak. The rest of the 
conversation shows their indifference towards any religion, 
and their contentment with their present fate. They are 
just gamblers, but fully satisfied, asking nothing from 
Christ. The lines below show this attitude of self-
satisfaction : 
They say you are good and that you 
Made the world. But it's no matter.21 
They ironically say •: 
One thing ia plain. 
To know that he has nothing we need 
Must be a comfort to him.^^ 
Then we see the Roman soldiers dancing. Christ is now left 
all alone. Regretting his plight he says j "My father, why 
23 
hast thou forsaken me." The play, conforming to the Noh 
technique, ends with the song of the chorus, for the folding 
and unfolding of the c l o t h , ad in the beginning, Here^the 
song again emphasizes Chr is t*3 l o n e l i n e s s , showing h i s 
f a i l u r e through the l one l i ne s s of the b i rd s : 
21* I b i d . , p . 456. 
22. I b i d . 
23 . I b i d . 
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Lonely the sea -b i rd l i e s a t her r e s t . 
The lake i s empty; why do they f l ing 
White wing out beside white wing ? 
What ca a swan need but a swan.2'* 
Here Ashley Myle*s comment i s noteworthy. He says " I t i s 
then l e f t to the Musicians to recapture the theme of t he 
f i r s t l y r i c with a s e r i e s of b i r d images l i k e ' l o n e l y 
s e a - b i r d , ' ' g e r - e a g l e , ' 'Cygnats , ' 'Swan,' e t c . , and 
the second musician enchants by h i s chor ic r e p e t i t i o n s , 
25 
•God has not appeared to the b i r d . ' " Chaturvedi^making 
comment on these images^ says t ha t "b i rds are the symbols 
of the same sense of I s o l a t i o n from which the people who 
spurn sa lva t ion su f fe r . The songs in Calvary place the 
play within a formal framework and also provide i t s c e n t r a l 
burden which i s 'God has not appeared to the b i r d . ' " 
The above ana lys i s makes i t c l e a r t ha t the play puts 
fo r th the f a i l u r e of C h r i s t i a n i t y . This i s conveyed to us 
through t h e f a i l u re of C h r i s t , shown here as suffer ing at 
the c r o s s , l e f t a l l a lone. Different c r i t i c s have given 
24. I b i d . , p . 457. 
25. Ashley Myles, A Study of W.B. Yeats As A Dramatist , 
p . 86 . 
2 6. B.N. Chaturvedi, Early Twentieth Century Poet ic Drama, 
p . 21 . 
116 
d i f f e r e n t i n t e r p r e t a t i o n s of t h e p l a y . For e x a m p l e . Moor 
h o l d s t h a t " C h r i s t * s C a l v a r y c o n s i s t s i n t h e d i s c o v e r y 
o f t h e l i m i t s o f His power , even when t h a t power I s c o n -
c e i v e d a s u n i v e r s a l l o v e . The s a v i o u r i s i m p o t e n t t o 
27 i m p o s e h i s u n i t y on t h e r e c a l c i t r a n t d u a l i t y o f t h e w o r l d . " 
Norman J a f f r s r a s b e l i e v e s t h a t " C h r i s t ' s nqony i n t h e p l a y 
i s t h e agony o f t h e man f o r c e d t o r e l i v e i n t h e a c t o f 
• d r e a m i n g h i s p a s s i o n t h r o u g h , * t h e c o n s e q u e n c e s of His 
r e i n c a r n a t i o n , wh ich i n c l u d e s h i s i n v o l v e m e n t i n t h e w o r l d 
t h a t i s o p p o s e d t o h im . In Y e a t s * s t e m i n o l o g y He i s ' o u t 
o f p h a s e , * t h r u s t i n t o an h o s t i l e w o r l d w h i c h , t h o u g h h e 
28 h a s c r e a t e d ha c a n n o t a f f e c t , " To Anniah Gowda " h e r e 
Y e a t s i s p r e o c c u p i e d w i t h t h e r i t u a l i s t i c i n t e r p r e t a t i o n of 
29 t h e Myth of C h r i s t , l a t e r r e sumed i n The R e s s u r e c t i o n . " 
R a j a n , p u t t i n g t h e same t h i n g i n a d i f f e r e n t manne i j s a y s 
t h a t " t h e p l a y i s n o t n e c e s s a r i l y an e x p o s u r e of t h e f a i l u r e 
o f C h r i s t i a n i t y ; b u t i t i s c e r t a i n l y a r e m i n d e r t h a t t h e r e 
30 
w i l l b e many who r e q u i r e a d i f f e r e n t f a i t h . " 
However, some c r i t i c s s e e t h e p l a y i n t e r m s of h i s 
2 7 . J . R . Moor, Masks of Love and D e a t h , Y e a t s a s Drama-
t i s t ( I t h a c a , C o r n e l l U n i v e r s i t y P r e s s , 197 1 ) , p . 2 3 6 . 
2 8 . A. Norman J a f f e r e s and A , S , Know!and, A Commentary 
on t h e C o l l e c t e d P l a y s o f W,B, Y e a t s , p p , 1 6 8 - 9 , 
2 9 . Annifeh Gowda, The R e v i v a l o f E n g l i s h P o e t i c Drama, 
p . 2 3 2 . 
, 30 . B . R a j a n , w , B . Y e a t s : A C r i t i c a l I n t r o d u c t i o n , p p . 1 0 1 - 3 . 
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philosophy of subjective and objective aspects of persona-
l i t y . For example Vendler says that "the play i s con-
ceimed with the interact ion of objective and subjective 
l i f e , the double inter-locking Gyres. In other words, 
Judas cannot get free of Chris t , nor can soldiers ' indif-
ference release them from Him; nor can Fla escape the 
Consequences of His own actions. I t i s essential to bear 
in mind the double nature of Chris t , as man and as God. 
As God Christ i s primary. . . As man Christ i s an t i the t i ca l , 
•we say of him because his sacr i f ice was voluntary that He 
was love i t s e l f , and yet that part of Him that made Chris-
tendom was not love but pi ty , not pity for in te l l ec tua l 
de spa i r . . . but primary pi ty , that for the common lo t , 
man's death, seeing that He raised Lazarus,sickness, seeing 
31 that he healed many, sin, seeing that he died." Ashley 
Myles also thinking on these l ines says "the play represents 
the eternal confl ic t between the subjective and objective 
man, which i s so profound that i t has turned even Christ 
32 
into a tragic figure,** Anniah Gowda suggesting this says 
"Yeats used the bird-symbolism to emphasise the objective 
31. Vendler, Yeats's Vision (Cambridge : Cambridge Uni-
versity Press, 1963) , p. 172. 
32. Ashley Myles, A Study of W.B. Yeats As A Dramatist, 
pp. 232-3. 
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33 l o n e l i n e s s o f C h r i s t i n His s u e f e r i n g on t h e C r o s s , " 
C h a t u r v e d i comment ing on t h i s s a y s : 
The c o n t r a s t b e t w e e n t h e s u b j e c t i v e and 
o b j e c t i v e t y p e s o f p e r s o n a l i t y c o r r e s p o n d i n g 
t o t h e p r i m a r y and a n t i t h e t i c a l g y r e s i s 
b r o u g h t o u t c l e a r l y b e t w e e n t h e c h a r a c t e r s 
oE L a z a r u s , J u d a s , and Roman s o l d i e r s on t h e 
o n e hand and t h e m a j e s t i c f i g u r e o f C h r i s t 
on t h e o t h e r . The f o r m e r , i n t h e i r s e l f -
c e n t r e d i n s i s t e n c e on t h e i r i s o l a t i o n and i n 
t h e i r r a f u o a l , t o a c c e p t s a l v a t i o n t h r o u g h 
C h r i s t , a r e e x a m p l e s o f t h e s u b j e c t i v e t y p e , 
w h i l e C h r i s t whose a t t e n t i o n was a l w a y s 
f o c u s s e d o u t s i d e h i m s e l f i n h i s e f f o r t t o 
s a v e h u m a n i t y r e p r e s e n t s t h e o b j e c t i v e t y p e , ^ ^ 
I n d e e d t h i s c o n f l i c t b e t w e e n t h e s u b j e c t i v e and 
o b j e c t i v e a s p e c t s c a n n o t b e r u l e d o u t a l t o g e t h e r . Bo th t h e 
f a i l u r e o f C h r i s t and t h i s c o n f l i c t have been f u s e d t o 
d r a m a t i z e t h e d e f e a t o f C h r i s t , h i s p o w e r l e s s n e s s t h a t 
e v e n t u a l l y c o r r e s p o n d s t o t h e f a i l u r e of C h r l n t i a n i t y i n 
E u r o p e i n t h e s e t i m e s . As Y e a t s h i m s e l f s a y s " I u s e b i r d s 
a s symbol o f s u b j e c t i v e l i f e . . . Such l o n e l y b i r d s a s t h e 
h e r o n , hawks , e a g l e and swan a r e t h e n a t u r a l s y m b o l s o f 
3 3 . Anniah Gowda, The R e v i v a l o f E n g l i s h P o e t i c Drama, 
p p . 2 3 2 - 3 . 
3 4 . B .N, C h a t u r v e d i , E a r l y T w e n t i e t h C e n t u r y P o e t i c 
Drama, p . 2 1 . 
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s u b j e c t i v i t y , e spec ia l ly when f loa t ing upon the winds 
alone or a l igh t ing upon some pond o r run, the bea s t s t ha t 
run upon the ground, e s p e c i a l l y those t ha t run. in packs, 
a re the na tu ra l symbols of the ob jec t ive man." " Yeats 
has sa id , 
I have used my b i r d symbolism in these songs 
to increase the ob jec t ive lone l iness of C h r i s t 
by con t r a s t i ng i t with a l one l ines s opposi te 
in kind t h a t un l ike His can be whether joyous 
or sorrowful, su f f i c i en t to i t s e l f . I hf\ve 
surrounded Him with the images of those He 
cannot s a v e , . . , I have there fore represented 
in Lazarus and Judas types of t h a t i n t e l l e c t u a l 
despai r t ha t lay beyond His sympathy, while in 
the Roman s o l d i e r s I suggest a form of ob jec-
t i v i t y t h a t lay beyond His he lp .3^ 
Ure Pa te r says t "In C^alvary both Judas and Lazarus are 
conceived as r e l i c t s of the e lde r c i v i l i z a t i o n ; they do 
not want to be completely God* s object but to remain them-
se lves ; they want to keep t h e i r s u b j e c t i v i t y and selfhood, 
t h e i r privacy and are not wi l l ing t o ' s a c r i f i c e everything 
t h a t the d iv ine suffer ing m i g h t , , , descend in to o n e ' s mind 
and s o u l , ' and t o allow ' •C©d.,. t o t ake complete 
35, W.D, Yrjats, l!L^Zg._^ld _Cont royarfljea, pp. 4'30-9. 
3 6. I b i d . , p . 459. 
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p o s s e s s i o n . " Commenting on t h i s theme of f a i l u r e of 
C h r i s t i a n i t y O l i v e r and Bogga rd s a y s : 
The p l a y d r a m a t i z e s t h e t e r r o r of u l t i m a t e 
human l o n a l i n a a a wh ich i a p r a a a n t i n Tha Only 
J e a l o u s y of Bmer. I t l a y s e m p h a s i s on e v e r y 
e l e m e n t t h a t showed man l i v i n g i n t h e v o i d 
of , b e t w e e n t h e n a t u r a l and s u p e r n a t u r a l s o 
t h a t b i r d i n t h e o p e n i n g and l a s t s o n g o f t h e 
c h o r u s were n o t a s Y e a t s c o n c e i v e d l a t e r on 
t o b e t h e symbo l s o f o b j e c t i v e l i f e , b u t 
f r e e d from t h e i n t r i c a c i e s o f r e m o r s e , b e t -
r a y a l , s a c r i f i c e and s a l v a t i o n . ^ 8 
One more p o i n t , n o t n o t i c e d by t h o s e c r i t i c s , i s Y e a t s ' s 
c o n c e p t o f h i s t o r y and o b j e c t i v e c y c l e o f c i v i l i z a t i o n 
p r e s e n t h e r e . H i s c o n c e p t i s b a s e d on Madam B l a v a t s k y ' s 
p h i l o s o p h y t h a t " d i v i d e d t h e i n t e r m i n a b l e p e r i o d s o f human 
e x i s t e n c e on t h i s p l a n e t i n t o c y c l e s , d u r i n g e a c h o f which 
m a n k i n d g r a d u a l l y r e a c h e d t h e c u l m i n a t i n g p o i n t o f h i g h e s t 
39 
c i v i l i z a t i o n and g r a d u a l l y r e l a p s e d i n t o o b j e c t b a r b a r i s m . " 
Y e a t s * 3 own c o n c e p t i s o f s l o w d e g e n e r a t i o n i n t o a b s t r a c t i o n , 
h a v i n g a t t a i n e d t h e u n i t y o f c u l t u r e . And f i n a l l y t h e c y c l e 
r e a c h e s t o t a l v i o l e n c e . Viewed i n t h e s e t e r m s t h e p l a y seems 
37 . Ure P e t e r , Yeats ^the P Iaywr iqh t , p . 120. 
3 8 . O l i v e r and Boggard, e d s . . Modern Drama t Essays jn 
C r i t i c i s m , p . '390. 
39 . H.P. B l a v a t s k y , I s i s Unve i l ed (London: Macmillan, 
1910) , I . S . -
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t o depic t t h i s f ina l s t a t e of v io lence . 
The play as evident from the above ana lys i s has been 
rendered in the Noh technique, with a l l the formal c h a r a c t e -
r i s t i c s of the Noh pa t t e rn such as t he bare s tage, masked 
a c t o r s , symbols, songs of the musicians, and the concluding 
dance. We also have an - i t e r a t i v e image-c lus ter in t he 
b i r d and animal which Yeats regarded as p r inc ipa l devices of 
t h e Noh technique . All t h e images used are very appropr ia te , 
t h a t lead t o t he development of heightening of t he p l o t . All 
of them imply t he sense of C h r i s t ' s l one l ine s s which i s the 
c e n t r a l action of the p lay . Conforming to the Noh pa t te rn 
here a l l t h e cha rac t e r s have been intix>duced by t h e Masicians. 
However, a l l of them, except Chr i s t , have been p a r t i c u l a r i z e d 
by the descr ip t ion of t h e i r physique in a conventional manner. 
Their long speeches reveal t h e i r i n d i v i d u a l i t y . Again t he 
c h a r a c t e r con t ras t between Chr is t and o the rs conforms to t he 
conventional p a t t e r n . While Chr is t represents the ob jec t ive 
aspect of pe r sona l i t y , seeking t o change everything . in h i s 
own image, o thers represent sub j ec t i v i t y as they are se l f -
cen t red and content in t h e i r s o l i t u d e . 
The i)lay i s episodic in i t s s t r u c t u r e . I t has t h r e e 
episodes deal ing with C h r i s t ' s confrontat ion with Lazarus, 
Judas and the t h r e e Roman s o l d i e r s . Here t he play follows 
t h e Noh technique, s ince t h e ideas do not develop dialecticalLy. 
122 
Here the songs perform the function tha t i s charac-
t e r i s t i c t o Noh p lays , i . e . , of c r e a t i n g the atmosphere 
proper t o the theme of the p lay . Here the songs c r e a t e the 
impression of l one l i ne s s which the play ac tua l ly dramat izes . 
But Ure Pe ter feels t h a t "songs in Calvary have o the r 
functions t o perform in addit ion to c o n s t i t u t i n g the f i r s t 
v a r i a t i o n on the common theme. I t follows t h a t they r e l a t e 
to t ha t theme d i f f e r e n t l y from the way in which the t h r e e 
se l f - con ta ined episodes of Lazarus, Judas and th ree Roman 
s o l d i e r s r e l a t e t o i t . Their c h i l l detachment expresses t he 
• s u b j e c t i v i t y ' of a world detached from Chr i s t ; i t also holds 
t he play within a frame and helps to give i t t he qua l i ty of 
' d i s t a n c e ' which Yeats admired in the Noh p lays . The danger 
t h a t t he s e r i e s wi l l break down in to a r b i t r a r y and inconse-
40 quen t i a l i nc iden t s i s avoided by what t he songs do ." Songs 
as in the Noh plays are remote, impersonal, symbol ic , Play 
conforming to t h e Noh technique i s highly suggest ive and 
symbolic. Each c h a r a c t e r symbolizes something or t he o t h e r . 
One c r i t i c i s m t h a t t h e play c a r r i e s i s tha t i t lacks 
any s ing le act ion. Ure Peter, for example, says t ha t " the 
play has no s ing le c e n t r a l ac t ion , as The Dreaming of t h e 
Bones has , nor s t r u c t u r a l core , as The Words Upon t h e 
40. Ure Peter , Yeats the Playwright, pp. 116-7. 
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Wjlii^ dow Pttfio and Pugg•'^tory h a v s . . . , «nd t h o r a I s no 
41 
•working t o a c l i m a x . ' " But we can r e f u t e t h i s c h a r g e 
s ay ing t h a t t h e p l a y , as most of t h e c r i t i c s do admit , i s 
a p l ay of i d e a s . I t s main appeal i s t o t h e mind and no t 
t o t h e eye o r t h e e a r . Rajan r i g h t l y s t a t e s t h a t "Calvary 
u s e s Noh form fo r something approaching of drama of i d e a s . 
I t s development i s not a rgumen ta t i ve ; t h e p o s i t i o n s p r e -
s e n t e d in i t a r e r e l a t e d t o each o t h e r , r a t h e r than modi-
f i e d by a deba t e and t h e whole has t o be he ld in mind and 
42 
p l a y e d back fo r i t s s t r u c t u r e t o be con f i rmed . " Ure 
P e t e r defending Yea ts says "Calvary i s s u c c e s s f u l in g i v i n g 
t h e ' f e e l * of t h e i d e a s upon which i t i s a p l a y , a l though 
t h e s e a r e not given in t h e t e rmino logy of t h e me taphys i ca l 
t r e a t i s e . They a r e p r e s e n t e d as a movement round a medial 
s t i l l n e s s , as v o r t i c e s of i n t e l l e c t u a l l y a c t i v e , d e a t h - h u n g r y , 
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o r danc ing se l fhoods a r r anged about t h e God." 
we can say t h a t t h e p l ay d r a m a t i z e s C h r i s t ' s myth in 
a form s u i t a b l e t o him. This he has ga ined by fus ing t h e 
Noh and o t h e r c o n v e n t i o n a l d e v i c e s . He has s t r i c t l y o r d e r e d 
t h e c h a r a c t e r s , songs , dances , words, images in o r d e r t o 
41« I b i d . , p . 117. 
4 2 . B, Rajan, W.B. Yeats t A Grj t i^cal In t t r>duc t ion , 
p . 103. 
4 3 . Ure P e t e r , Yeats t h e P l aywr igh t , p . 120. 
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prasant a un i f i ed Improsnlon of C h r i s t ' s lonr»Hn«nB. 
Those elements have been used not j u s t for v isua l and 
audi tory p leasure , but with a specia l appeal to t h e hear t 
as well as t o t h e mind. 
C O N C L U S I O N 
Our analysis ofi the Fou,r Playfl fo^ „t)l,a Dan cars, in tho 
foregoing chapters has amply demonstrated that Yeats during 
t h i s period was str iving to bridge the gap between the 
commercial stage and his a r i s tocra t ic thea t re . To say that 
he was, t o t a l l y disgusted with the la rger audience of the 
commercial thea t re and therefore turned his back on them and 
went in the direction of the other extreme i s not wholly t rue . 
We have seen that W.B, Yeats did not completely discard the 
conventional techniques of dramaturgy in the Four Plays for 
the Dancers that wa have analysed. All the four playa,ln 
varying degrees, have substantial plot elements, dramatic 
developments of characters and dialogues characterised by 
the collogulal rhythm of the language. I t i s t rue that the 
plots of a l l the plays depend for t h e i r completion and comp-
rehenslbl l l ty on lo t s of de ta i l s of the story. But t h i s 
holds t rue of most of the ancient Greek plays as well, which 
were meant for lairge audiences. For example, the story of 
Cuchulaln's cohabitation with an eventual dlssart lon of 
Aolfa, a neighbouring queen, whom ha defeats and with 
whom he fa l l s in love in the ba t t l e f i e ld and begets a son on 
her, i s required to explain the enemity of his dasserted 
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wife in the form of Sidho or the Hawk woman. 
Similarly the story of Cuchulain's amorous re la t ion-
ship with Eithne Inquba which had embittered Emer i s also 
requited. In The D re ami n q of the Bones the story of a 
number of deserters in, the 1916 Easter Rising i s expected 
to be recalled to understand the play. The de ta i l s of the 
betrayal of the Christ and the vying for his cloak are well 
known facts to the students of Christian theology. I t i s 
val id to say that the pr ior knowledge of these background 
s to r ies i s of utmost importance in understanding these plays. 
However/ Yeats's I r i sh audience, l ike the Greek audience, 
was expected not to have much diff icul ty on t h i s account 
because these s tor ies were well known to people. 
Thus a l l his plays have c lass ica l s tructure in as 
much as they begin at climactic moments in the development of 
the complete s t o r i e s . The antecedent de ta i l s to f a c i l i t a t e 
the understanding of the plot are select ively included in 
the main action through e i ther the choric narration of the 
Musicians or the interact ion of characters . However, a 
non-Irish audience l iving in the present age may have d i f f i -
cul ty in recall ing the background de ta i l s which are nece-
ssary to understand the central action of the plays. Moreover 
the dif f icul ty i& again increased when the dramatist suggests 
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these de ta i l s through obtruse symbolism. A further dlEEi-
cul ty in comprehending the plots may be stated as Yeats' s 
inclusion of abstract and sometimes esoteric philosophical 
conceptions which are blended with the legendary and Biblical 
d e t a i l s . Out what wa propose to assert i«i th«t w.B. Yeats 
was conscious that a foreign dramatic technique — such as 
the Japanese Noh play technique — was to be used with 
great caution, par t icular ly whan themes and s tor ies from 
an ent i re ly different cul ture were to be represented. This 
assertion i s evinced by the fact that Yeats t r i ed to include 
conventional elements of plot construction l ike exposition, 
cpmplication, suspense and eventual conclusion even in the 
short pieces, we have analysed in the preceding chapters. 
Whatsoever some c r i t i c s may say about his incompre-
hensible abstraction in these plays, the plot out l ines are 
c lear ly comprehensible. This i.«i also t e s t i f i ed by the obser-
vation that these plays even in reading do hold our attention, 
As we have mentioned in our Introductory chapter, 
in a typical Noh play characters are del iberately dep-
rived of the i r human flesh and blood a t t r i bu te s . I t was 
because oE th i s that they were masked, because what was 
important was not the i r ident i ty and individuali ty but the 
idea and emotion that they conveyed, Yeats followed that to 
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n gr«at oxtfflnt. Dut tho drnmnttr; person no woco ni l 
der ived from I r i s h legends and fo lk lore who were not mere 
abs t r ac t ideas for Yeats but heroic f igures endowed with 
human q u a l i t i e s in exaggerated measure. I t i s becaune of 
t h i s t h a t h i s c e n t r a l cha rac t e r s i n s p i t e of the Noh mask 
of ann ih i la t ion of i d e n t i t y , appear p e r s o n a l i t i e s with 
f l e sh and blood, Cuchulain in At t h e Hawk's Well i s 
obviously symbolical of t yp i ca l Yeatsian ques t e r . But we 
have d e t a i l s about h i s heroic human pas t , h i s a f f a i r with 
Ei thne Inquba. Besides these biographiceil d e t a i l s which 
are i n e x t r i c a b l y woven i n t o t he t e x t u r e of the play, we 
have Cuchulain*s ext raordinary determinat ion, vehement 
opposi t ion of obs t ac l e s and h i s readiness for angry v io lence 
which humanize h i s cha rac t e r , as well as i n d i v i d u a l i z e i t . 
This i s a lso t r u e of t he Old Man, His r e g r e t s and expre-
ssion of hopelessness of h i s pursu i t are not in t he na tu re 
of present ing abs t rac t ideas but profoundly human. I t 
w i l l not be an exaggeration t o say t h a t even the Musician 's 
n a r r a t i v e s sometimes are far from being dehumanized. 
In The Only Jealousy of Emer both the cha rac t e r s 
- - Emer and Eithne Inquba — are ful l-blooded human figures, 
t h e types of which we find in any se r ious t r a g e d i e s . That 
t h e i r cha rac te r s are completely devoid of abs t rac t ion and 
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are highly individualized and Cull of emotional ionuofj 
does not require much elaboration. The same thing holds 
tirue of The Dreaming o£ the Bones, where the t ragic 
hopelessness of the two lovers l iving in the paradoxically 
separatad. unlDrt. can: be seen. Even the character of the young 
man, though pronouncedly representative, i s considerably 
individualized. The central figure in Calvary i . e . , Christ , 
i s not endowed with re l igious implications so much as with 
the hard, fel t disillusionment at the meanness of humanity, 
for which he la id down his l i f e . Thus we see that Yeats in 
his characterization has t r i e d to s t r ike a balance between 
the conventional and the Noh techniques. 
Yeats has veiry often been c r i t i c i s e d for writing 
undramatic dialogues for his characters . I t i s alleged that 
a l l his characters, low or high, speak in the same type of 
verse. But as oulfc analysis of the plays ea r l i e r has 
established, we find that there i s enough modulation and 
variety in his verse to take care of the corresponding ebb 
and flow, in tens i ty and banality of feelings and emotions. 
For example, the Musician's narrat ives in a l l the plays 
are invariably at the philosophic level of abstraction so 
that the central themes are conveyed in the right perspec-
t i v e s . But the other characters ' dialogue ebb and flow. 
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with t he f ee l ings and demands of t h e s i t u a t i o n . We can 
give examples of conversat ion between Cuchulain and the Old 
Man in At t h e Hawk* s .W9ll» t h e young man and Diarmuid in 
The Dreaming of t h e Bones and t h e minor cha rac t e r s in 
Calvary.^ as i l l u s t r a t i v e of the dramatic verse of t h e 
d ia logue . Here t h e ve rse i s adequately co l logu ia l and t h e i r 
rhythms d i s t i n g u i s h t he p a r t i c i p a n t s in t h e Speech a c t . 
The o ther stock c r i t i c i s m against Yeats*s Pour Plays 
for t he Dancers has been t h a t they lack human i n t e r e s t . 
But our ana lys is has amply demonstrated tha t they are fu l l 
of emotions, and profound fee l ings as those of t he Old 
Man of At t he Hawk's Well, lovers in t h e Preaminq p£ the 
Bones, Emer and Eithne Inquba in The; Only Jealousy of Smer 
9"^ Chr i s t in Calvary who, though a r e l i g i o u s hero, has 
been so presented tha t we take him as human being l i k e our-
se lves and o ther c h a r a c t e r s of t he play as Lazarus, Judas and 
t h e t h r ee Roman s o l d i e r s . 
So Yeats did not follow the Noh technique as i t was 
given to him. He had r e a l i z e d t h a t he should modify i t in 
such a manner tha t i t s a t i s f i e s a l l h i s t h e a t r i c a l c r eeds . 
Thus he presented a unique type of drama tha t i s s a t i s fy ing 
both to t h e i n t e l l e c t u a l s , b e c a u s e o f " i t s . b e i n g symbolic and 
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philosophical, as well as to the groundlings, because of 
including such elements as songs, dance, music, spectacle 
e t c . These elements have also given his plays a kind of 
universa l i ty , in the sense that dance, song and music have 
an appeal to the ent i re mankind. So whatever modifications 
and changes Yeats made in the charac ter i s t ic devices of the 
Noh were for the be t t e r . 
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